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ABSTRACT
The thesis Migration as Art: Longitude–Latitude examines an archive of three series
of works:
“The Migration Series” (1992-2002)
“Raft-The Drifting Border” (2004-2012)
“Transit” (2007-2013)

The archive represents two decades of visual art interpreting themes of migration:
migration for family reunion, the migration of asylum seekers and a personal
migration for work as a single continuous body of work. The focus of the thesis is
revealing how artists can contribute to the ongoing debate around migration through
art. I will trace the renewed and expanding field of migration theory in conjunction
with questions that have resulted in social scientists calling for an interdisciplinary
approach. The dynamic research into the “new” migration as a result of globalisation
provides the theoretical aspect of the thesis by investigating visual artists
contributions to the symbolic and subjective aspects of identities in transit.

The visual arts and the work of social scientists have parallel and complementary
research bases, one text-based, the other visual, one data-based, and the other sensebased. The visual opens up a window to the experience of the world using intuition,
emotion, sensation and reason. Globalisation and the new migration, by their very
diverse nature, restructure notions of belonging, displacement and hybrid identities,
all of which are at the forefront of artistic production in our contemporary world.

The research will demonstrate that visual art can contribute to and open a space for
critical investigation and dialogue about the subject of migration. It suggests ways in
which the social role of visual arts practice is incorporated into this discourse.
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Chapter Outlines
Chapter 1
Migration as Art
This chapter outlines the background and evolution of my interdisciplinary art
practice based on the subject of migration. I provide information on the three series of
work I refer to as an archive. Beginning with The Migration Series (1992-2002)
where the discovery of my grandmother’s diary led to a decade of research into
heritage and identity. The second series, Raft-The Drifting Border (2004-2012) is an
ongoing body of art interpreting the darker side of migration and refugees seeking
asylum in Australia. The third series, titled Transit (2007-2013) is a body of work that
interprets the symbolic and subjective aspects of identities in transit. The archive
develops a narrative between personal stories, identity and political observations over
two decades.

Chapter 2
A Social Narrative
Chapter 2 examines the questions surrounding migration and why in an era of
globalisation there is a search for an interdisciplinary approach to define the
movement of people for a new century. I begin with Ravenstein’s laws of migration,
conceived in the nineteenth century as a reference point to the complexity of any
attempt to formalise or confine human movement within rigid terms. Ravenstein’s
laws and the consequence of nineteenth century thought where social scientists “have
been socialised in the habitus of their own disciplines” (Favell, 2008. 261) are
overturned today by globalisation and the call for interdisciplinary approaches. The
focus discussion will be on the questions being raised by social scientists; Is it a
“new” migration or the same as the nineteenth century? Can a general theory of
migration be developed and is it useful? Do we need a theory? Is an interdisciplinary
approach better than a single discipline view? Has the study of migration become an
industry? Why is it that “historians of migration have recently begun to re-write the
story of human life on earth”? (Hoerder: 2002) I outline the dynamic debate amongst
discipline areas seeking a new interdisciplinary approach for a new century.
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Chapter 3
The Unified Field
Chapter 3 focuses on the call by scholars for an interdisciplinary approach to the study
and research into migration and questions why the visual arts, an area of individual,
social and cultural study, has largely been left out of the debate. I investigate writer
and critic Nikos Papastergiadis argument that the “turbulence” of migration at the
beginning of the twenty-first century (Papastergiadis. 2000:39) requires an artistic
sensibility to interpret the complexities of the migrant experience. I consider findings
from the previous chapters by examining the parallel nature of visual and social
science research and discuss Australian and international artists working in themes of
migration and identity. I draw on seminal texts by Papastergidis, as well as theorists
Nestor Garcia Canclini, Stephen Castles, Marsha Meskimmon and Arjun Appadurai
that investigate how visual artists interpret the symbolic and subjective aspects of
identities in transit. (Rodriguez.2007). Works by Chinese artist Yin Xiuzheh and
English artist Mohini Chandra as well as Australian artists, Hossein Valamanesh,
Guan Wei and Imants Tillers are analysed in relationship to the subject of migration
and how the visual arts are being incorporated into this discourse.

Chapter 4
Longitude-Latitude
Longitude-Latitude investigates the findings of the previous chapters and outlines the
contribution of my work to this discourse. I discuss the importance of metaphor and
describe the catalyst for the archive, beginning with an investigation of selected works
from the Migration Series with an emphasis on the concept of artist books. Selected
works from Raft-The Drifting Border are analysed, outlining how a new interpretation
of migration evolved and how human mobility materialized into form using Gaston
Bachelard’s concept of the “material imagination”. I examine the interdisciplinary
nature of the artworks from collage, film, painting, drawing, sculpture, printmaking
and digital media.
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Chapter 5
Transit
Chapter 5 investigates selected works from the exhibition Transit (2007-2013) that
arose from my experience as an expatriate worker in the United Arab Emirates during
2007-2008. Transit was conceived in the Gulf and brought together the works of four
Australian artist couples living and working in the United Arab Emirates. The
exhibition has been exhibited at:

2013

Transit Macquarie University Art Gallery, Sydney, Australia.

2010

Transit Art Gallery, Nanyang Technological University, Singapore.

2009

Transit Virginia Commonwealth Gallery, Doha Qatar.

Each exhibition demonstrates a suite of paintings, travel drawings, film and artist’s
books that were developed and redeveloped over a period of time, opening up a
conversation between art, migration and travel. I discuss the term transcultural and
Russian critic Mikhail Epstein’s view that we live in an era where the “post”
paradigm is over and that the use of “trans” signals a type of lyricalism. (2008) I
discuss the concept of an art practice that is not only autonomous but a universal
potential, stateless and with fluid boundaries of action and place in relationship to an
installation of artist books and miniature paintings titled Transcultural Wanderings.
The origins of the term transcultural and its relevance to visual art practices that
interpret migration and social division today is discussed. Selected key works from
the exhibition are analysed.

Chapter 6
The Cité Journal
In 2010 I was awarded the Art Gallery of New South Wales Moya Dyring Studio,
Cité Internationale des Arts, Paris for November and December 2011. This section
describes my residency in France and the relevance of the research to the thesis. The
DVD video Longitude-Latitude, an animation and film work I undertook there
developed at the residency is investigated and forms a major component of my
creative research.
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Conclusion
In conclusion I outline the beginnings of the research begun in 2010 at The Senior
Artist Forum at the University of Wollongong to “reflect on the existing body of
work” and to “build on substantial skills and experience”. I examine my personal
contribution to the relationship between the visual arts and interpretations of
migration. In this context I reflect on the relationship between art and life and the way
visual art can be an intermediary, a vital symbolic and subjective part of the
contribution to an interdisciplinary interpretation of identities in transit.

The creative component of my thesis will be the following:


The exhibition Transit Macquarie University Gallery Sydney. May 6 - June 10
Including the works:



Transcultural Wandering (2013): An installation of artist books and miniature
paintings. The installation interprets an identity in transit, constructing a
narrative identity through symbolic and subjective observations and emotions
over a period of time.



Ashara: Jassim and the Al Faya Café (2009): A narrative suite of paintings
documenting a three-hour journey into the desert.

Included in the thesis documentation will be:


Longitude-Latitude (2013): A DVD Video developed during a residency at the
Moya Drying Studio, Paris. Using a combination of film and animation the
autobiographic video focuses on the concept of the artist studio as a site of the
imagination and history of migratory themes.



The Corrugated Sea (2012): A DVD video that uses performance and
sculpture to open up a discourse on border protection, migration and the
concept of the coast.
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Chapter 1
Migration as Art
Despite superficial appearances, an archive is never something that
belongs to the past; it inevitably belongs to the future. (McQuire,
1998)

This thesis opens a space for critical investigation and dialogue into the subject of
migration and for the social role of visual arts practice to be incorporated into this
discourse. Migration as Art is an archive of visual art from 1990-2013 that
demonstrates a mobility of art practice where as a consequence of the investigation of
migration, three series of interdisciplinary bodies of artworks and exhibitions evolve.
The series are united by the subject of human movement (forced and unforced) and
separated by time and the sociological shifts during that time and space.

The Migration Series (1992-2002)

Heritage and identity

Raft-The Drifting Border (2004-2012)

Seeking asylum

Transit (2007-2013)

Migration for work

Practice as Research

The Migration Series (1992-2002)

1. Julia’s Diary Written in Australia 1911

2. Postcard album made in Bejucal, Cuba 1907

9

In 1990 I discovered letters, a postcard album and embroidery made in Cuba in 1907
(Fig. 2) by my maternal grandmother Julia Elias Menayer, and a diary (Fig. 1) written
in 1911 on her arrival in Melbourne from Cuba and subsequent passage to Dunedin.
Her family, from El Mina, Tripoli, migrated to Cuba in 1887 and then on to
Melbourne and New Zealand. My grandmother’s identity as a young teenager was
fragmented between the overwhelming feelings of displacement and love of Cuba, her
homeland and emergent identity being formed somewhere else. Her diary spoke of
this space of displacement:

Today I woke at 7.00 a.m under the spell of a dream that I had last
night. I dreamt of my return to Cuba - I found myself surrounded by
cars and an enormous crowd. I was in awe at the sight of all the cars
full of people. When my vision was obscured by four youths Gustavo Cruz, Sefarin Valdez and Manuel Gonzales and between
them all was the man I love, Claudio Sampiero, my never forgotten
love… but I awoke to realise that it was only a dream, a dream that
should be a reality. July 7th 1911 (Translation from Spanish)
The discovery of Julia’s diary (Australia 1911), the postcard album (Cuba 1911) and
heritage material altered the direction of my art practice, and led me to enrol in a
Master of Fine Arts degree at the University of New South Wales (Memories) to place
the writings and images of an early immigrant and her artist grandson’s subjective and
symbolic visual interpretations of her migration in the University archives. My aim
was to “investigate, discover and recreate a personal, spiritual and environmental
history of my grandmother”.

In 1992, as a visiting Lecturer at Darwin University, I created an exhibition based on
the voice and images of this heritage material and my grandmother’s sense of
displacement. The exhibition Julia was showcased at 24HR Art, Northern Territory
Centre for Contemporary Art: a series of 75 collages and a handmade book. This
exhibition allowed me to consider the possibilities of retracing my forebear’s
migration experience through a series of exhibitions in Australia and overseas in
locations related to Julia’s migration from Cuba, Australia and New Zealand. Creating
art from a location (the perceived and experienced) and sharing the experience
10

(thought) of those phenomena became an important concept. The legitimacy of
experience of art as a means of investigating the notion of heritage and homeland
became a reality in 1993. At the invitation of the Cuban Ministry for Culture I
exhibited Suspiros y Ansias, (seventy collages and three handmade books) at Galeria
Mirta Cerra, Bejucal Museum, Cuba in 1993. After Cuba I developed new works from
that experience and exhibited, Memories and Displacement at First Draft, Sydney
(1994). Further artworks resulted in Julia-an Exile in Love exhibited at the Otago
Early Settlers Museum Dunedin (1995), a sociological Museum in which it positions
itself as: “the memory bank of the city, presenting the story of its people and their
endeavour’s. This concluded the creative portion of my Masters of Fine Arts and was
exhibited at Kudos Gallery in 1995.

After completion of this research I continued to focus on the idea of a narration of
migration and developed an exhibition that was exhibited at the newly built
Immigration Museum in Melbourne, Victoria in 1999, reconnecting with family living
in Melbourne. In the same year, as Beirut was named the UNESCO Cultural Capital
of the Arab World, I was invited to exhibit Julia’s Diary at the Imprimerie
Catholique, Beirut. This completed my ambition to return my grandmother’s
‘memories to their origins’ with exhibitions that retraced her migration history
visually from Bejucal, Cuba to Melbourne, Australia, Dunedin, New Zealand and
back to Tripoli, Lebanon. Various exhibitions grew out of these journeys and dealt in
a more general way with the contexts of migration and sought to develop ideas
common to the migrant experience in visual form. Exhibitions with titles such as:
Landscape and Memories Susan Burge Gallery, Sydney (1997), Ocean, Nonntal
Gallery Salzburg, Austria (1999); Wattan, Powerhouse Museum Sydney (2001) and
East of Somewhere, Casula Regional Arts Centre Liverpool (2001) Australia, also
addressed this theme.

Selected works including collage, painting, artist books and video from the
exhibitions were brought together as The Migration Series, and in 2002 toured
regional New South Wales culminating in an exhibition in Sydney at The Muse
(Formally The Museum of Applied Arts and Sciences).
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Raft-The Drifting Border (2004-2012)

3. Macquarie University Art Gallery 2009

In 2004 human rights lawyer Julian Burnside QC was interviewed on the ABC’s Four
Corners program and discussed how he was shocked at the treatment of asylum
seekers arriving in boats to Australia. Burnside made a speech to Melbourne Rotary
Club regarding the refugee situation:

We have chosen a Government that shows contempt for human
rights, while posturing as a champion of decency and family values;
a Government of hypocrites whose dishonesty has made us relaxed
and comfortable only by anaesthetising the national conscience.
(2004)

This speech indicated that the political and sociological structures that informed the
development of The Migration Series shifted dramatically during the last decade,
resulting in a new paradigm for the meaning of migration and notions of borders. The
Australian coast, used as a poetic metaphor in The Migration Series had lost the
poetry and has changed forever. As a result of this shift I created a new series of
paintings, drawings, sculptures, printmaking and film to symbolically reflect the
human rights aspects of migration and border protection.
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The exhibition, Raft: The Drifting Border (Fig. 3 & 4) explored ideas about how
borders affect our notion of ourselves as Australians and influence our views and
behaviour towards outsiders. The exhibition was concerned with how Australians
fixate their hopes and fears on the watery border of the ocean – the wavering line that
defines our cultural identity as an island and separates us from Asia with all its
seemingly alien complexities and contradictions.

The interdisciplinary nature of the artworks demonstrated a variety of scale and
mediums, including bronze sculpture, digital film, wood, wax, large paintings and
drawings. The exhibition became a social mirror to the previous series, a visual
dialogue reflecting the radical shift in approaches to migration. Throughout the works
I referenced French artist Theodore Géricault’s famous history painting, The Raft of
the Medusa (1819), as an historic metaphor to mirror our times. The series becomes a
social mirror in relation to migration history, opening up a visual dialogue to map the
shifting pattern of Australian identity and attitudes to immigration. Géricault’s work
created a new shift in French romantic painting by addressing the subject of a
contemporary political event, where government corruption and incompetence led to a
large loss of life due to the sinking of the frigate Medusa in 1816.

4. Installation view, Macquarie University Art Gallery 2009

The reference to this work creates a historic metaphor, a reminder or, as Felix Guattari
suggests, any break or dislocation with the “habitual social processes” (1984:28-29)
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by creative interventions and acts which lead to a greater type of “social knowledge”
(Merewether, 2000) where ethics and politics merge to create an aesthetic question.

The aim of the exhibition was to raise questions about the borders surrounding
Australia and challenge the viewer to examine their complicity as a nation in current
history where the debate about asylum seekers is dominated by fear and a need to
protect our borders against an apparent threat from outside. This series created a new
migration narrative and revealed the dark part of human nature and the migration
predicament facing Australia and other countries.

A selection of interdisciplinary work from the series was exhibited at Macquarie
University Gallery in 2009 during the anniversary of the MV Tampa crisis in
conjunction with the Department of Social Inclusion. Curator Dr Rod Pattenden
wrote:
As Copland says ‘I am a human first and artist next’. Copland
recovers some sense of the attempt also made by Gericault to find a
purpose for art in addressing the controversial events of the day.
This approach connects ethics with aesthetics and invites the viewer
to consider the habits of their seeing and its implications for action.
It is not just about a particular issue of the day. It is about our
inability to see in a way that creates a human future. As a result of
this artistic challenge Copland has produced, in this exhibition, a
diverse suite of visual responses that use a variety of media and
materials in an inventive play with the significance and weight of
recent history. (Pattenden 2009)
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“Transit” (2007-2013)

5. Map image by Stephen Copland

The exhibition Transit evolved in the United Arab Emirates in 2007 while I was
living and working in the region. The exhibition brought together the works of two
Australian artist couples, Meredith Brice, Stephen Copland, Karee S. Dahl and Colin
Reaney, all living and working in the Persian Gulf. Transit was first shown in 2009 at
the Virginia Commonwealth Gallery, Doha, Qatar, (Fig. 6) where the artist couples
explored notions of homeland and material utopias in response to a sense of identity
and space. Identities in transit and male and female aesthetic responses to this
displacement became an ongoing investigation for the artists as the exhibition
developed and redeveloped, travelling from Doha to:

2013

Transit Macquarie University Art Gallery, Sydney Australia

2010

Transit Art Gallery, Nanyang Technological University, Singapore

2009

Transit Virginia Commonwealth Gallery, Doha, Qatar

My movement to the Persian Gulf was to accept a professorship at the University of
Sharjah, College of Fine Arts and Design, United Arab Emirates. I was selected for
the position to assist with the implementation of five new degree programs with
specific attention to a common foundation year and to establish an interdisciplinary
art studio. Migration to the oil rich Gulf for work has seen one of the most
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unprecedented developments in culture, education, architecture and nation building.
Living in the Gulf was a displacement by choice that allowed me to investigate the
term transcultural. For the artist, this represents an identity through an art practice of
mobility and translation of images. Art creates experience and this experience is a
“third space” that is neither self nor other, but, as Homi Bhabha puts it, “something
else besides”(Bhabha. 1995: 80-84).

My contribution to this exhibition is an installation of paintings, drawings, collages,
film and artist books that speak of transit, crossings and intersections, with visual
discourses and, most importantly, open and flexible reflections. (Canclini.1992 cited
in Mirzoeff. 187-188) Umberto Eco says that humans are narrative animals and to
understand what has happened to us we need to tell a story. (Shields. 2003:22)
Working in a new environment, where cultures merge in a desert, suggested to me a
new story of migration that reconnected to a new self in a new space.

6. Virginia Commonwealth Gallery, Doha, Qatar. 2009
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Migration as Art

Longitude - Latitude
2013

Transit Macquarie University Art Gallery Macquarie University

Sydney

2010

Transit The Art Gallery Nanyang Technological University

Singapore

2009

Transit Virginia Commonwealth Gallery

Qatar

2009

Raft-the Drifting Border Macquarie University Gallery Sydney

Australia

2007

Habitat Nitra Exhibition Center

Slovakia

2004

Flag Universite Saint Espirt de Kaslik

Lebanon

2003

The Migration Series 1992-2002

Australia

New England Regional Gallery and Art Museum
The Muse Ultimo College Sydney
Gosford Regional Gallery and Arts Centre
Orange Regional Gallery
2002

Julia’s Diary Immigration Museum Melbourne Victoria

2001

Wattan Powerhouse Museum Sydney

Australia

East of Somewhere Casula Regional Arts Centre
1999

Ocean Nonntal Gallery Salzburg Austria

Austria

Julia’s Diary Imprimerie Catholique Beirut

Lebanon

Arab University Tripoli Lebanon
1995

Julia - An Exile in Love Otago Early Settlers Museum Dunedin

N. Zealand

1997

Landscape and Memory Susan Burge Gallery Sydney

Australia

1995

Julia - An Exile in Love Casual Powerhouse Regional Arts
Displacement and Memories First Draft Sydney

1992

Julia Northern Territory Centre for Contemporary Art Darwin

1993

Suspiros y Ansias Galeria Fayad Jamis Havana

Cuba

Galeria Mirta Cerra Bejucal Cuba

In the following chapter I investigate questions surrounding migration in relationship
to the call by scholars for an interdisciplinary approach to understand the movement
of people for a new century.
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Chapter 2
A Social Narrative
We need to be aware as we draw our maps, spin our globes, weave
our narratives of 'home', carry with us the joy and burden of our
histories, the blessing and the curse of our communities, that we
have to remain conscious of the ethical choice of our existence: to
represent the 'other's' difference within my own, to learn the
proximity of alien personhood, to be unafraid to see the silver lining
in the survivor's song, the dark cloud in my own anthem. (Bhabha:
2001)

As I write the borders of Tunisia are struggling to cope with the influx of migrant
workers fleeing the political and civil unrest in Libya. Action against Hunger (ACF)
stated that 9,000 people were living in a camp at Choucha compared with 3,000 only
a week ago. On the small island of Lampedusa, Italy around 18,000 Tunisians have
arrived seeking refuge while a diplomatic confrontation between Italy and France has
erupted over the Franco-Italian border, also leaking migrants. The human movement
from Libya is seen as the largest migration crisis since the first Gulf war of 1990. On
the Ivory Coast one million humans are displaced, the majority being children. In my
country Australia “bean bag bullets” and tear gas are being used against detainees on
Christmas Island as six detention deaths in seven months create new debates with the
Government and opposition parties unable to find a humane solution to the movement
of people to our coast. Hundreds of thousands of Afghan and Iranian people fleeing
violence and persecution are pouring into Greece via Turkey causing problems in
Greece, a country where unemployment and debt are already a burden for its citizens.
Most recently in Japan the Fukushima nuclear disaster as a result of the March 11,
2011 earthquake and tsunami is prompting a new migration of people away from the
radiation zone as well as a worldwide fear of living near nuclear plants. In Greece,
where the debt crisis continues, economists are saying, “This economic free-fall is
driving a new migration wave” as jobs and hope evaporates in their country
(Varoufakis. 2012).
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Internal movement from rural to urban regions and external migratory movements
such as tourism, retirement, lifestyle and refugees have become dynamic new areas
for artists to interpret in collaboration with the social sciences. These movements of
humans globally are challenging the ways scholars from fields such as anthropology,
demography, economics, history, law, geography, sociology and political sciences are
attempting to understand migration why, during the last decade, migration has
become a divisive topic amongst receiving countries. Destination countries face new
challenges with new mobility, new faces and perceived threats. Clearly we are living
in the “age of migration” (Castles and Miller 1993) resulting in an increase in
literature by scholars affirming the need for new research for a new century of global
mobility: it has been argued that the “ …post-industrial, post-Cold War world needed
a new theory of migration appropriate for a brand new century”. (Massey 1998, p.3)

The issue of a second edition of Migration Theory Talking Across Disciplines
(Caroline B. Brettell and James F. Hollifield) was a direct result of the seismic shift in
the last decade of attitudes to migration especially by host countries. Brettell and
Hollifield ambitiously brought “together a comprehensive overview of contemporary
migration theory across the social sciences and humanities” (Favell 1993, p. 259),
changing the narrow discipline focus and US-bias of the first edition. In attempting to
create a dialogue about and shed light on the reasons why people move, what is the
reception experience and why they frequently return to their origins physically and
psychologically, the authors argue that migration theory “cries out for an
interdisciplinary approach” (Brettell and Hollifield. 2008: vii). Brettell and Hollifield
maintain that in the process of scholarship and teaching not enough time is given to
engage and listen to sister disciplines. In the revised edition, anthropologists,
sociologists, geographers, political scientists, historians and demographers are all
included in the “cry” for an interdisciplinary approach. Geographers contribute with
the spatial dimensions of settlement; political scientists interpret the public policy
while legal scholars show the impacts migration has on sovereignty and citizenship.
Anthropologist’s work and interacts directly with people and places, collecting visual
data to interpret the societies visited, while historians paint a picture of the complexity
of the migrant experience, as demographers show how movement effects sending and
receiving societies. (vii) The visual arts, an area of individual, social and cultural
19

study, are left out of the debate despite the fact that “trends in migration studies are
also found in the visual arts” (Ball & Gillian 2008).

The visual arts and the work of social scientists have parallel and complimentary
research bases, one text-based, the other visual, one data-based, and the other sensebased. The visual opens up a window to the experience of the world using intuition,
emotion, sensation and reason. Globalisation and the new migration, by their very
diverse nature, restructure notions of belonging, displacement and hybrid identities,
all of which are at the forefront of artistic production in our contemporary world.

In this part of the thesis I examine the visual arts, often considered politically
indifferent to the world is part of this dialogue and visual artists can be major
collaborators with the social sciences. This research will open a space for critical
investigation into and dialogue about the subject of migration and the role of the
visual arts in being incorporated into this discourse.
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The Age of Migration
Migration is comparable to a flow of water or electricity - an
adjustment flow responding to pressure differentials at opposite
ends of a pipeline. This view suggests that it is neither the absolute
level of push nor pull factors which matters, but the existing
difference in relative attraction elements. (Lucas, 1981:85)

Migration could be a dream, reunion, reality, game of Russian roulette, gift, an
accident, the opportunity to escape poverty, nuclear accidents, bad weather, a boring
job or to escape despair, persecution or violence. It could be forced onto oneself or
undertaken voluntarily. Writer and critic Nikos Papastergiadis argues that to define
migration at the beginning of the twenty-first century is complex as a result of the
diverse directions of movements, combined with settlement restrictions, a variation of
resources and the diversity of identities. (Papastergiadis. 2000:39) International
mobility of labour markets, education, fashion, food, retirement, tourism and almost
every facet of everyday life coupled with interdependencies from new
communications: migration to assume a central position in contemporary cultural
debates.

In The Turbulence of Migration (2000), Papastergiadis traces the consequence of the
movement of people, ideas and capital globally mapping early types of migration. A
new emerging pattern of contemporary life that he calls chaotic provides limitations to
understanding complex and “turbulent” contemporary population movements.
Papastergiadis seeks new approaches to see the ‘endless motion’ of migration which
‘surrounds’

and

pervades

almost

all

aspects

of

contemporary

society.”

(Papastergiadis. 2000:1)

Over the last twenty-five years we have seen a major shift in the
global systems of international migration. From a system dominated
by movement out of Europe across the Atlantic and to Australasia,
there has been a shift to trans-Pacific movement out of Asian
countries to the traditional destinations for European settlement.
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These trans-Pacific flows of the twenty-first century could easily
come to rival the trans-Atlantic flows of the late nineteenth and
early twentieth centuries. (Papastergiadis. 2000:46)

The metaphor of turbulence allows for a closer and more practical application of all
human movement. Papastergiadis suggests all our lives have this disruptive and
turbulent nature as modernity shapes and creates new narratives.

It seems to me that the concept of turbulence moves in that direction
because it shows that as a consequence of leaving home, taking your
culture with you – whether you do so willingly or unwillingly,
consciously or unconsciously – you are not a blank sheet on arrival
at another place. You are not a passive or neutral or invisible
presence in that place, because everybody affects the other place and
everybody affects this place through their otherness in some form or
other. (Interview with Mary Zournazi, 2002)

Migration and globalisation intersect with the concept of belonging as the author sees
globalisation as a “radical transformation of modernity” creating a “restless epoch”.
Papastergiadis argues that social scientists need to rethink the ‘politics of identity’ and
look closer at the diversity of the migrant experience (2). Generalised theorising about
the fundamental causes of human movement has shifted to an empirically orientated
method of measuring its complex consequences. Papastergiadis suggests this avoids
understanding the migratory processes and argues for the need for a more creative,
flexible approach:

What poets have known all along, that in dreams begins the journey,
sociologists still have difficulty grasping. Tracing the primal causes,
or predicting the final outcomes, is a labyrinthine task. Migration is
never a spontaneous gesture. It presupposes some knowledge of the
other side, a guide, a map or, at least a rumour. The obvious
difference between the places of departure and arrival, as well as the
tangible distance between them, belies the complexities of
motivations and hopes that fuel these journeys. In the age of global
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media the call to migration will take even more unexpected turns.
(25)
The relationship between “dreaming and a journey” becomes crucial to
Papastergiadis’s approach to migration and its relationship to contributions by artists
visualising varieties of human movement in contemporary art practice. Investigating
art (dreaming) in the context of migration (journey) is not to illustrate “abstract
theoretical points “ but to examine the cultural translation that is entwined with art.
(124) Migrants enter into a relationship with the dualities of past and the present, near
and far, the unrecognisable and the familiar. To understand migration fully
Papastergiadis argues: “Perhaps it is time for the social scientists to face the more
complex representation of reality that an artistic sensibility yields.” (21)

Before I discuss how artists are interpreting imaginative and symbolic ideas relating
to human movement I will provide a brief overview of the questions that surround the
subject of migration. Is it a “new” migration or the same as the nineteenth century?
Can a general theory be developed and is it useful? Do we need a theory? Is an
interdisciplinary approach better than a single discipline view? Has the study of
migration become an industry?

My aim is not to provide a historical or sociological account of migration but rather to
locate the dynamic and broad range of discourse on the subject given the diverse and
varied types of migration. The focus will be on the questions that surround migration
studies, suggesting Papastergiadis’s “turbulence” that has led to the call for an
interdisciplinary approach. My intention is to demonstrate how artists are interpreting
these questions and debates within the visual arts, reflecting trends in migration
studies. This investigation leads to my own art practice on the subject of migration
that demonstrates a diversity of sources and references.

Absorption and Dispersion

The second half of the nineteenth century saw the rise of the industrial age, an
increase in work patterns and a dislocation from traditional habitat similar to our
present technologically revolutionary age. British demographer E. G. Ravenstein
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presented two famous lectures to the journal of the Statistical Society in England in
1885 and 1889 attempting to explain patterns and predictions of human movement.
By answering Dr William Farr, a British epidemiologist who questioned the lack of
any “definite law” in relation to migration, Ravenstein posited a series of “seven laws
of migration”.
Ravenstein’s seven laws are:

1) Most migrants only proceed a short distance, and toward centres of absorption.
2) As migrants move toward absorption centres, they leave "gaps" that are filled up by
migrants from more remote districts, creating migration flows that reach to "the most
remote corner of the kingdom."
3) The process of dispersion is inverse to that of absorption.
4) Each main current of migration produces a compensating counter-current.
5) Migrants proceeding long distances generally go by preference to one of the great
centres of commerce or industry.
6) The natives of towns are less migratory than those of the rural parts of the country.
7) Females are more migratory than males. (Corbett, 2009)

Ravenstein used a model of absorption and dispersion, which saw absorption as a
country that took more people than it lost, "a population more or less in excess of the
number of its natives enumerated throughout the kingdom." (Ravenstein.1889). The
dispersion concept was a country that lost people over a period of time or "the
population [of the county] falls short of the number of [its] natives enumerated
throughout the kingdom." This bold attempt to provide a “law” using census data,
survey information on birthplaces in a specific country (United Kingdom) received
criticism at the time it identified patterns not “laws”. However studies in the 1960s by
R. Lawton utilised Ravenstein’s methods and the majority of serious models and
concepts of human movement continue to use his model as a starting point to
research.

The most recent criticism of Ravenstein by social-scientists Castles & Miller (1993) is
that the laws were too individualised and ahistorical, ignoring Governmental
structures. Art Historian Joaquin Barriendos Roderrigez, investigating the politics of
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mobility, argues that in researching the mathematical relationship of distance,
migratory regularity, permanency of migrants and demographic growth Ravenstein
began an

“association between social space and physico-geographic space that

turned out so costly for the social sciences and twentieth century nationalisms”.
(Roderrigez 2007. 2) Papastergiadis and Roderrigez are critical of the objective
approach to human mobility recognizing that it neglects symbolic aspects of mobility
that globalisation has prompted; areas such as “interdisciplinary fields like global
studies, transnational studies, visual studies or translocal anthropology” (Roderrigez
2007). The “laws” reduced the migrant to a statistic, a number and this lack of
empirical understanding of individual migrant experience allowed for a manipulation
of data by government structures and media (Kleinschmidt 2006).
Ravenstein’s laws are helpful as a basis for considering the major shift in migration
studies that has taken place since 1998. This shift has led to the call for an
interdisciplinary and global approach by scholars from a variety of disciplines. Over
20 years ago immigration historian Roger Daniels wrote that “Ravenstein’s
generalisations seem valid to contemporary scholars” (1990:16) and that a migration
theory existed and was needed. Changes have occurred since Daniels wrote from a
US-biased research position and as we enter the twenty first-century a global research
network into migration has evolved that is no longer restricted and includes
contributions from discipline areas such as anthropology, geography, philosophy,
literary theory and cultural studies. Despite the criticisms levelled at Ravenstein’s
“laws”, it is their substance that provides a starting point for any approach for a
general theory of human movement.

A Theory of Migration

The major debate among social scientists today is whether a general theory of
migration is possible or needed: geographers, anthropologists, historians, economists,
geographers and cultural theorists are all involved in seeking a unified theory of
migration. This is because historically any migration theory was seen predominately
through the lens of either economic or sociological viewpoints (Hollifield, 2008:184).
Since the 1980s the development of network theories were an important innovation in
migration theory. These theories focused “on the collective agency of migrants and
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communities in organising processes of migration and incorporation” (Castles, 2008).
British geographer Doreen Massey argued in 1998 that the theoretical tools used by
social scientists in a technological age are part of the industrial era and are inadequate
and “in a state of crisis, challenged by new ideas, concepts and hypotheses”. (Massey,
1998. 3) Much has changed in ten years since Massey called for less “unconnected”
research and for a new theory in a new era. Stephen Castles suggests a singular theory
is neither desirable nor necessary. Castle argues, that a single theory is not needed and
a theoretical approach based on the belief that all migratory experiences are different
and special is valuable but needs to be combined with an understanding of the sociospatial levels whether local or global (Castles 2008). Castle argues for the need for a
diverse approach that can be inclusive and not narrow, as he contends that the 21st
century is an era of fluid mobility and open transmission of information. What
constitutes the population of a state is an extremely important question to answer
before any attempt to theorise on the migratory aspects of the state border
(Kleinschmidt, 2006). Borders are maintained to protect those established inside from
those outside, while legislation is introduced to assist the stability of an existing
population. Stability is often a word that is associated with government when issues
arise which can be seen to provide a threat to the nation-state. In the nineteenth and
early twentieth century social and political theories assisted to demonise movement
across borders with an image created of the migrant as poor, uneducated, unskilled
and threatening to the nation. (Brettell, Hollifield 2008). Any theory developed today
needs to accept that the majority of migrants are skilled workers.

The vigorous debate surrounding a theory of migration is evident in the crossdiscipline dialogue between Adrian Favell, social scientist, and art theorist Nikos
Papastergiadis. Papastergiadis claims that no migration theory is being developed
while Favell argues against this view and suggests that migration theory is a lot more
sophisticated and “far reaching than he (Papastergiadis) credits, particularly in the
empirical explorations of the key role of social capital and migration networks in
explaining new migration patterns. The counter argument to Favell’s view is Castle’s
suggestion that the development of a migration theory is at a crossroads and should be
linked to analysing social transformation processes, “whether a specific piece of
research starts with a local phenomenon or a global one, or somewhere in-between, it
needs to be based on an awareness of connectivity between localities and mediations
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between levels”. (Castles 2008). Global mobility and movement has created these
cross-disciplinary debates between social scientists, historians and cultural theorists
and this interdisciplinary dialogue provides the visual arts with fertile ground to
contribute to the subjective and symbolic aspects of migration.
Is there a “new migration”?

The field of migration studies is large and expansive with the majority of scholars
using quantitative methods such as the use of the collection of data, to inform policy
research mostly funded by governments. Lawyers, human rights advocates and those
involved in the social sectors are critical of this type of research because it lacks the
symbolic and subjective aspects of the cause and affects on transit identities.

Writing in 1997, social scientist James Clifford recounts an autobiographical narrative
by writer Amitav Ghosh and Ghosh’s meeting with an ethnographic fieldworker and
some people from the Nile Delta. Ghosh expected to find a quiet, restful people and
was shocked to find the men in the village had a “restlessness of airline passengers in
a transit lounge” (1997) All had worked in the Persian Gulf, Libya, Jordan and Syria
and had been soldiers in Yemen, pilgrims to Saudi Arabia and had “passports so thick
they opened out like ink-blackened concertinas.” (Ghosh, 1986) These kinds of
migration were not new as their grandparents and ancestors had migrated because of
wars, for money and work or restlessness. Ghosh discovers that migration is an
ancient practice which has multiple and diverse reactions in different countries, for a
variety of reasons, and both the observer and the person/s in transit.

Ghosh lived in a village where in order to experience a narrative of transit which
James Clifford argues has become the norm in a world of mass transit and where
“difference is encountered in the adjoining village, the familiar turns up at the end of
the world” (Clifford, 2008). Clifford’s interdisciplinary approach in the study,
Predicament of Culture, unites history, literature and anthropology and positions the
concept of travel, diaspora and border crossing to reflect new “spatial practices” (De
Certeau 1984), new forms of dwelling and circulating” but not a “new” migration
(Clifford, 2008). I will develop the importance of Clifford’s interdisciplinary
approach later in this chapter.
27

Ravenstein boldly identified the patterns of human movement that were consistent
with data collection and statistics reflecting ways of seeing human movement in the
1880s, whereas in the twenty-first century cultural analysis, literature, debates and
publications surrounding globalisation and international migration have, as Peter
Stalker (Stalker 2001:49) argues, become more formalised, even developing into an
international industry. This “industry” includes translators, lawyers, detention centres,
travel agents, brokers, as well as human smugglers and traffickers (Castles 2004).
According to Hein de Haas this industry is “an example of intermediate, selfsustaining structures largely created or reinforced by migration processes
themselves.” (Hein de Haas, 2008). Whereas Ravenstein attempted to create “laws” as
a structure and scaffolding to human movement, the migration industry in an era of
globalisation “is no longer confined to the domain of sociology, demography, politics
and economics.’ (Papastergiadis: 2000) Recent areas such as global studies,
transnational studies and visual studies highlight what Joaquin Rodiguez refers to as
the symbolic dimension of human mobility (Rodriguez. 2007).

In a review of three recent publications on migration, Adrian Favell points out that the
theorists were “unlikely to have ever heard of Ravensein’s laws, or to have ever
picked up a copy of the OECDSOPEMI (The Organisation for Economic Cooperation and Development-Yearly reports on Migration and Immigrants) report.”
The books are John Urry’s Sociology beyond Societies: mobilities for the twenty-first
century,

Papastergiadis’s

The

Turbulence

of

Migration:

globalisation,

deterritorialization and hybridity and Castles and Davidson’s Citizenship and
Migration: globalisation and the politics of belonging. Historically migration research
has not affected studies on social order but as globalisation challenges “national
models in the social sciences” a new emphasis has emerged on “human mobility in
social theory” (Castle 2008). Favell does not see empirical evidence developed by the
authors caught up in what he refers to as “Globaloney” where the writing is “top
heavy in theory”. Favell concludes by suggesting: “The crucial question here about
theorists of globalisation – as with all the various themes they use to illustrate its
contemporary reality – is whether these authors find a way to generate and present
empirical evidence about the novelty, scope and intensity relative to other periods and
places of these urgently ‘new’ phenomena“ (Favell, 2001). Favell seems unconvinced
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by the new interest and theories and suggests as Ghosh discovered and Clifford
affirms, that migrational movement is normal and not a new human phenomenon. He
believes the challenge for migration scholars in this era of fragmentation of categories
and an explosion of information and phenomenological possibilities is to think
globally and avoid isolated, provincial, single-country thinking. It is clear that any
interpretations of the new migration will have to consider that the movement is not the
problem. It is the inequality of wealth and power that create the movement as recent
statistics show that immigrants are a major source of innovation and long-term growth
for the receiving countries (Cali. 2010). In The New Untouchables: Immigration and
the New World Worker (Harris. 1995), a comprehensive survey over the last fifty
years finds the main cause of movement is work (labour supply equals labour
demand). Harris sites specific cases such as the 750,000 immigrants who left the Gulf
States after the price of oil dropped. This has been observed recently with the global
economic crisis and the evacuation from Dubai for those workers who could afford a
plane fare, the more unfortunate left in limbo. Harris notes that immigration to
America eased during the Depression in the 1930s leading him to suggest that ‘the
truth seems to be the reverse of the popular wisdom: people are not generally driven
to work; they are attracted to it’ (Harris, 1994).
The fear generated by “host” countries is often associated with the idea that new
arrivals take our jobs and do not pay taxes and a variety of stereotypical media
orientated grabs. Harris exposes this myth in a study in which finds he ‘cannot find a
single shred of evidence that immigrants have a major adverse impact on the earnings
and job opportunities of natives in the US’ (Harris. 1995: 194). He supports this with
statistical labour data that indicates in 1982 73% of illegal immigrants had income tax
deducted from their pay and 73% paid social security taxes. He also found that .05%
of immigrants received any of the welfare benefits the taxes were meant to pay for.
Harris argues for a free movement of labour throughout the world. It is noticeable
that the term host country is used regularly but that there is little discussion of the
sending country or one could call it the stressed country, suggesting that the
movement is for work or refuge and that most movement may not happen with
possibilities of work as evidenced by Harris’s extensive study. Favell’s argument is
that more interdisciplinary work needs to be undertaken on what is happening on the
sending side. Favell argues for an “interdisciplinarity, globality and post-disciplinarily
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in migration studies” which challenges migration scholars, particularly the narrow
focus of American social scientists work on migration, that restricts interdisciplinary
approaches.

Favell, a sociologist whose interdisciplinary interests include contributing writer to
Art Forum Journal where he is interested in how the art world works, than in ranking
and evaluating artists or proclaiming that so-and-so is a genius. As a social scientist
Favell sees the necessity for a holistic approach as migration and global mobility in
the twenty-first century assume different forms. These forms are as fluctuating and
shifting as economic forces, socio-political circumstances. A variety of reasons make
internal movement from rural to urban regions and external migratory movements
such as tourism, retirement, lifestyle and refugees, a dynamic new area for artists to
interpret in collaboration with the social sciences.

This overview of migration began with the nineteenth century demographer
Ravenstein and indicated that despite criticism no one has refuted his laws or attacked
the substance that provided a starting point of entry into the topic of human
movement. The collection of data over a personal experience argument in an era of
globalisation has led to the call for an interdisciplinary approach. The concept of
developing a migration theory has been discussed in relationship to the development
of a migration industry and whether a theory of migration can be useful or possible.
James Clifford, an anthropologist whose work Predicament of Cultures assists us to
understand the idea of living in a “borderland” and how we conceptualise culture
when it is “put in motion”, Clifford’s research investigates writers such as Ghosh
discovering that migration is an ancient practice and travel writing involves a
combination of the artistic creative mind and lived experience.

This diversity of migrant experience creates a need for an interdisciplinary approach
that Castles sees as essential to avoiding “a failure to understand the historical
character of migration, false assumptions of one-way causality, and an inability to
understand the overall dynamics of migratory processes and their embeddedness in
processes of societal change” (Castles. 2008). Castles calls for a “re-embedding” of
migration research into human society and a level of inquiry and discussion under the
title “social transformation” to discuss “the complexity, interconnectedness,
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variability, contextuality and multi-level mediations of global change.” (Castles,
2008)
This “re-embedding” approach is an important aspect of art becoming part of an
interdisciplinary debate on migration as Papastergiadis suggests, social scientists can
collaborate with the more complex representation of reality that artists create.
(Papastergiadis. 2000:21) The visual is an area of profound influence on
understanding and facilitating the complexities of global shifts in human movement
through the symbolic and subjective. These symbolic and subjective interpretations of
identities in transit are “re-embedded” within society through art interventions, artist
exhibitions in museums (sociological, maritime and history) and all virtual and public
venues.

Who has the authority to speak for a group's identity or authenticity?
What are the essential elements and boundaries of a culture? How
do self and other clash and converse in the encounters of
ethnography, travel and modern interethnic relations? What
narratives of development, loss and innovation can account for the
present range of local oppositional movements? (Clifford, 2008)

Chapter 3 focuses on the call by scholars for an interdisciplinary approach to the study
of and research into migration and questions why the visual arts, an area of individual,
social and cultural study, has largely been left out of the debate. By investigating the
parallel nature of visual and social science research I will examine how artists are
contributing to the symbolic and subjective aspects of identities in transit and offer
audience new interpretations and insights (Rodriguez, 2007). The work of selected
national and international artists who are contributing to the interpretation of
migration and social division today will be analysed. My personal archive of visual art
uses a diverse and interdisciplinary approach to materials and references, therefore I
have selected artists working in a variety of medium from photography, painting,
sculpture, video, digital print and installation.
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Chapter 3
The Unified Field

Migrant forms of belonging are rarely the mere duplication of
traditional forms, or the blind adoption of modern practices.
Through their actions and decisions migrants enter into a constant
dialogue between past and present, near and far, foreign and
familiar. A dialogical approach, rather than the monological and
progressivist narratives which dominate the social sciences, may
assist our future understanding of the complex ways migrants
participate in and reshape the social worlds within which they move.
Perhaps it is time for the social scientists to face the complex reality
that an artistic sensibility yields. (Papastergiadis, 2000: 21)

In the previous chapter I provided a brief overview of the questions that surround the
subject of migration. I have concentrated on how dialogue among social scientists,
historians and cultural theorists reflect the call for a more flexible and
interdisciplinary approach to migration. My purpose is to position the visual arts, not
as a separate universe, but as a complex social act with the ability to contribute to the
debates surrounding migration (Davis. 2010). These questions surrounding
migration have created themes such as belonging, displacement, human rights and
hybrid identities that have become central to international art practices and academic
dialogues. Art historian Fran Lloyd argues that in a postcolonial and post-modern
world with less fixed geography, global travel and insecurity of location through
climate change and work, notions of cultural identity associated with nationalism or
a unified culture have become outdated. (Lloyd.1999.12). This argument is affirmed
by Papastergiadis’s point that the space migration occupies moves constantly,
surrounding society, and is in a “state of flux and turbulence”. (1999). This is
evident in the overview of the diverse, interdisciplinary dialogue between the
disciplines from social scientists, cultural theorists, writers, anthropologists, art
historians and demographer. What is agreed is the call for an interdisciplinary
approach where the cross-fertilization of specialist knowledge can open up what
Castle calls a “re-embedding” of migration studies under the term “social
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transformation” to discuss “the complexity, interconnectedness, variability,
contextuality and multi-level mediations of global change.” (Castle 2008) New
knowledge and insights from a range of approaches create a “unified field” (Brettell
and Hollifield, 2008) of open dialogue across disciplines, creating a more complex
approach to human movement, to see the mobility of lives in real spaces with real
consequences.
I have suggested that the “as” in the title of this thesis, Migration as Art raises
questions and infers various ways of interpretation and different ways of seeing. The
“as” in the title gives a practical or cognitive use, especially when compared with
migration and art. Artists contribute to the “cognitive” aspect of the debate
surrounding migration using interpretive, symbolic and subjective visual methods.
The visual arts do not “involve precise scientific, religious or political cognition, but
a general cognition of the world, a certain imaginative sense of things, which
involves the aesthetic awareness of their forms, which may have scientific, religious
or political implications, or arouse scientific, religious or political “sensations.”
(Kuspit. 2004)
The call for an interdisciplinary approach (Hammar. 2001) can be seen in the table
below used by Brettell and Hollifield.

Discipline

Dependent Variables

Independent Variables

Anthropology

Migrant Behaviour

Social and Cultural context

(emigration, integration)

(transnational networks)

Migrant behaviours

Distribution of geographic residence

Demography

or educational attainment
Economics

Migrant

flows

and

macroeconomic impact

adjustment
Wage/income
anddifferentials,
demand-pull/supply-push, human
capital, factor proportions, structure
of the economy
and transfer systems.

Geography

Migrant decision making

Spatial, environmental political,
cultural and socioeconomic contexts

History

Migrant experience

Social/historical contexts

33

Law

Legal, political, social and

Law or policy

economic treatment of
Migrants
Political Science Policy (admissionist or

Institutions, rights interests

restrictionist) Outcomes
(control and integration)

Sociology

Migrant behaviour

Networks, enclaves, social capital

(immigration and
incorporation)
Brettell and Hollifield’s table proposed to provide a common “framework for
establishing a dialogue across disciplines” (Brettell and Hollifield, 2008.20). The
table suggests that broader implications of this multidisciplinary and comparative
approach are:
…exciting to contemplate, particularly if bridges can be built
between causal explanations and interpretive understandings,
between statistical regularities and unique occurrences, and between
the economic and structural forces that shape migrant behaviour and
the individual agency that operates both harmoniously and
disharmoniously in relationship to these forces (Brettell and
Hollifield. 21)

To support my argument that art is contributing to the research into migration I
suggest adding visual art to the table. The independent variables in the table allow
for a variety of interpretive possibilities for the artist to collaborate and integrate
understandings of the migration and the study of human mobility from a variety of
reference points, structural, cultural, subjective and post-modern.
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Visual Art

Migrant experience

*Subjective Images –

Migrant behaviour

-Personal experience

Legal, Political, social and

-Cultural identity

Economic treatment of

-Social commentary

Migrants

*Structural Images –

Policy outcomes
Migrant decision making

-Systems of symbols and signs
*Cultural-social contexts
*Postmodern- Critique of previous
texts, quotation, parody, irony.

The visual artist uses highly personal reflections with subjective experiences to assist
audience understanding of human movement and its consequences by transforming
materials, and space and form to evoke subjective and symbolic representations of
these new (and old) issues of migration and diaspora. The visual artist negotiates the
table’s dependant variables within subjective and symbolic works of imagination,
making possible the transformative ability of the visual.

Papastergidias argues that social scientists need to confront the complexity of the
migrant experience that only artists can express by investigating migration and the
notion of belonging. Philosopher Soren Kierkegaard’s idea that ”Becoming is a
movement from some place, but becoming oneself is a movement at that place”
(Kierkegaard. 1941:66) is the key to how writers and artists contribute. Physical
mobility without meaning is simply movement, point-to-point consumption whereas
to give this personal artistic movement symbolic framework requires a similar
approach to Salman Rushdie’s phrase “write back to the centre”. (Rushdie. 1982)
Writer Wendy Steiner, discussing the topic of exile, migration and the postcolonial
experience, outlines Salman Rushdie’s personal loss of homeland and faith and his
attempt to fill the ‘God-shaped hole’ which was left with art; thereby embracing it as
a surrogate religion or presence. In The Satanic Verses Rushdie writes of an
‘imaginary homeland’, referring to the fictional homeland which the migrant creates
equating it with a work of art, a construct. ‘The imagined world became the actual
world, as it does for us all…for once we leave behind our childhood we learn that
there is no such place as home except what we create” (Steiner.1995: 114)
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The appearance of a “new vernacular around cultural, social and artistic practices
visualising human mobility and migration” arose with two events that emerged from
the German radical left with political and aesthetic conceptualisation”. These events
in 1997 were the publication of Handbuch der Kommunikationsquerilla (Handbook
of Communications Guerilla), a comprehensive guide to direct political action using
creativity. The second event was a campaign called Kein Menchist Illegal (No one is
Illegal), a movement to resist the German and European anti-migration policies.
(Kannigeser. 2008) Anja Kannigeser suggests these two “interventions” function to
counteract the media stereotype and monopoly on opinion and allow for a visual and
aesthetic approach to allow new analytical and active thinking about migrants. She
cites Guattari’s concept of the “transversal”, in which art as an act of creativity
“transverses” the generations and oppressed peoples, ghettoes, minorities. (Guattari.
1995: 91) Guattari uses the term “transversal” as a dimension of experience of
different directions and communications. (Guattari, 1972/2003,80)

The World Migration report (2011) issued by the International Organisation for
Migration (IOM) focused on public perceptions of migration. It looked at how
politics are shaped by perceptions that influence public opinion. The role of the
media within this is also analysed:

Few areas of public policy are subject to greater misrepresentation in
public and political discourse, yet more influenced by public opinion,
than international migration. Despite the communications revolution,
many remain poorly informed about the scale, scope and socioeconomic context of migration. Communicating effectively about
migration is critical since managing migration also implies managing
how migrants are perceived in society. Accurately informing relevant
stakeholders and the wider public about migration may be the single
most important policy tool in all societies faced with increasing
diversity. (IOM. 2011)

The report states that distorted information about migration can lead to an unhealthy
cycle of misinformation by Government, mass media and the public. IOM
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maintained that: “educating the public may be the single most important policy tool
in all societies grappling with migration.”
Putting a human face on migration is Photographer Sebastiao Salgado’s
documentation over seven years and thirty-five countries of displaced people at the
close of the twentieth century. (2000) Salgado’s work provides a window to the
social and political transformations caused by global movement as a result of
famine, war, natural disasters and environmental collapse. Salgado’s lens focuses on
our humanity, and opens our eyes to Jews leaving the former Soviet Union, Africans
travelling to Europe and Kosovars crossing into Albania. (Fig. 7)

7. Rwandan refugee camp, Benako, Tanzania. 1994 Amazonas images

In the introduction to his book Migrations: Humanity in Transition, Salgado writes:

More than ever, I feel that the human race is one. There are
differences of colour, language, culture and opportunities, but
people's feelings and reactions are alike. People flee wars to escape
death, they migrate to improve their fortunes, they build new lives in
foreign lands, they adapt to extreme hardship… (Salgado. 2000)

Six decades earlier, American painter Jacob Lawrence in 1941 created a concept of a
multi-panelled narrative with the aim of creating a series of works called the
Migration of the Negro (Fig. 8). Lawrence had already experimented with this
concept with works devoted to his childhood heroes who were street corner orators
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from Harlem, New York. His series created a world, a history without titles but
numbers with texts, simple sentences that assist the visual narrative, evoking not
describing.

8. Migration of the Negro, panel 3, 1941

An African word for storyteller is griot. Lawrence became the pictorial griot of the
African American people, informing generation after generation of their migration
history. In an interview in 2000 Lawrence explained his philosophy:
“I’d like them (the audience) to experience the beauty of life, the
struggle, how people can overcome certain things that could be very
frustrating or very demeaning. And people have the capacity to
overcome these obstacles by various means, and this is an example
of that. And I’d like the people to look, feel, look, at me. This is
mankind or womankind.” (Online News Hour Remembering June
13, 2000)

Artists in the twenty-first century are using a variety of interdisciplinary processes
that “…speak of the potential of contemporary art to raise important questions of
home, identity and community in a global world”. (Meskimmon. 2011: 21)
Historian Terry Smith’s recent book Contemporary Art: World Currents (2011)
argues that in the twenty first century three new approaches are occurring
simultaneously. Firstly, a revisiting of modernism; secondly, post-colonial artists
seek methods to speak of identity and heritage in a globalised world; and thirdly, a
young generation of artists wanting a deeper connectivity by creating art that
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involved ethics, time and place (Smith. 2011). Smith suggests that we are: “perhaps
for the first time in history—truly an art of the world. It comes from the whole
world, and frequently tries to imagine the world as a differentiated, yet inevitably
connected, whole.” (Smith. 2011)

The notion of belonging and the world as a connected whole is crucial to Chinese
artist Yin Xiuzhen, who is at the forefront of Chinese contemporary art with
installations such as Portable Cities, where migration becomes portable like an
identity.

9. Yin Xiuzhan, Bejing, from the Portable cities project 2001

The Portable Cities project (Fig. 9) was shown in 2004 in the exhibition Concrete
Horizons: Contemporary art from China in Wellington, New Zealand. The
installation included a number of “suitcase cityscapes” created from used clothing,
maps and recycled and reclaimed objects from the cities the artist visited
(Meskimmon. 2011:11) These cityscapes were created over a period of four years
between 2000-2004 and exhibited at a variety of city locations throughout the world.

The

world-traveller

contemporary

Chinese

artist

tirelessly

reproduces the cities she sees, each becoming more like the other,
more an interchangeable image packed in a case than a lived space,
as the pace of globalization irons out the last wrinkles left to suggest
that cultural difference might be anything more than the consumable
pleasure of the exotic. (12)
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Inside the suitcases are a constructed iconic skylines made out of material, a fixed
symbol of the place, such the Eiffel Tower, Golden Gate Bridge etc. Art writer
Marsha Meskimmon argues that Yin Xiuzhen’s Portable Cities (Fig. 10) and
geographer Sakia Sassen’s research into metropolitan centres and the phenomenon
of globalization share parallel concerns and thoughts.

10. Portable City: Shenzhen, 2009

Sassen argues that the inter-state system on trade and exchange over the last century
has shifted to a transnational economy operating through a few main metropolitan
sites. (13) Yin’s portable cities changes the way cities are imagined, not as fixed
bounded nation states, but as “ interconnected urban centre’s”, as Meskimmon
similarly suggests, identifying a “creative map of portable cities” (14)
Artist and researcher Mohini Chandra’s major work, 'Travels in a New World', is a
personal anthropology that incorporates photography, film, video, sound and other
time-based and installation media. Chandra, as a child migrated to various countries
from Australia, Fiji, England and the USA, packing and unpacking crates and tea
chests that created a form of meaning. Transitory themes of migration, cultural
heritage, anthropology and geography developed from this personal experience.
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11. Mohini Chandra “Travels in a New World” 1997. 6 screen video projection, installation with sound

Using an installation approach, her personal anthropology weaves the family’s
diaspora into a room of tea chests, illuminated by transparencies referencing
childhood trips to Fiji, trade, slavery, religion and resistance. Chandra uses video
and voices as tools for identity, a moveable and referential concept of who we are.
Writer Arjun Appadurai suggests, “ electronic mediation and mass migration mark
the world of the present not as technically new forces, but as ones that seem to impel
(and sometimes compel) the work of the imagination” (Appadurai.1998: 174)

Travels in the new world (Fig.11) take the viewer into a diasporic world, an
“imaginary homeland” using film, sounds and objects making the viewers participate
as they walk into a room of tea chests transformed into as light boxes projecting
transparencies. Images of the artist as a child in Fiji incorporating texts such as trade,
slavery, religion and resistance written on the side of the tea chests, while a
soundtrack echoes with “Where do you come from?” question many aspects of
belonging.

The Gap, Imagination and Human Movement
In Chapter 2 I discussed how Papastergiadis argued for social scientists to look to
creative and flexible approaches to understanding migration. Salgado’s lens of
difference, Lawrence’s story-telling, Yin Xiuzhen’s portable geography and
Chandra’s cross-cultural dialogue with history and anthropology open up an
imaginative sensibility about migration using sculpture, photography and painting,
reaching international audiences and creating a more complex approach to human
movement to see the mobility of lives in real spaces with real consequences.
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Papastergiadis understands that when discussing migration, the subject, despite the
complexities involves departures and returns. Neither movement can be final and
that: “the transformative effect of the journey”, opens up a space where identities
interact and become part of something else. (Papastergiadis, 2001, cited in Ash.
2008:5)

I discussed how the independent variables in the table allowed for a variety of
interpretive possibilities by artists to collaborate and integrate understandings of the
migration and the study of human mobility from a variety of reference points,
structural, cultural, subjective and post-modern. Before I discuss my personal
archive interpreting themes of migration, I begin with an overview of three artists,
Iranian-Australian artist Hossein Valamanesh (Subjective approach), AsianAustralian artist Guan Wei (Structural approach), and Australian Latvian artist
Imants Tillers (Postmodern approach) all working in Australia.

Shadows

12. Macquarie University Art Gallery, Photo by Photowrite

Iranian-Australian artist Hossein Valamanesh became part of Hughes’s “foreign
schemata” in 1973 when he emigrated to Australia from Iran three years after
graduating from Tehran School of Fine Arts. He was raised in a small province of
Baluchestan near the Pakistan border before the family moved to Tehran in 1960.
Six years before the political turmoil that overthrew the Shah of Iran, Valamanesh
migrated to Perth. Two years later he enrolled in the South Australian School of Art
graduating with an exhibition at the Experimental Art Foundation. Valamanesh was
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24 years old on arrival and had an opportunity to work in the Western Australian
desert with Aboriginal children funded by the Australia Council. A combination of
this opportunity and a book of Persian poetry by Jalāl ad-Dīn Balkhī, (known as
Rumi) that the artist brought with him to Australia provides the key to his
contribution to the migrant experience and the Australian identity.

Meskimmon in her recent book, Contemporary Art and the Cosmopolitan
Imagination, argues that art changes the way we see the world, understand it, engage
it with others and feel commonalities. She sees art as a way to create a dialogue
between a cosmopolitan imagination and ethical and global responsibilities. Artists
working with themes of migration operate at the centre of this “cosmopolitan
imagination”, which Paul Carter calls this as the “art of the gap” when referring to
Valamanesh’s work. The gap is like a topographical map, telling a story of a
perception of the world inhabited as it is, the world we perceive, interpret and use to
navigate a crossing. Carter, in discussing the work of Valamanesh, makes a
distinction between the “gap’ and the “abyss”.
“At the edges of their meanings the terms merge into each other: the
man who throws himself into the gap regards it as an abyss-it is for
him without ground. (Carter. 1996: 7)
Carter understands that Valamanesh’s migration to Australia carries with this
movement no abysmal thinking about the gap. The gap for this migrant artist is
freedom and fluidity, not nostalgia, only shadows upon the firm ground of arrival, a
bridge to be crossed. “ It is the therapeutic work we have to do to close up the wound
opened when we migrated.” (Carter.7) The artist migrates and becomes new through
the visual, making its target not relocation but the “active transformation of social
space”. (Papadopoulos, Tsianos. 2008:1) Valamanesh brings an intuitive
“cosmopolitan imagination” to Australia’s human landscape using elemental and
universal symbols, earth, fire, air and water, intersecting with Kafka, poetry (Rumi
verses), Beckett, Arte Provera and the artist’s rich historic origins in Iran (memories
and DNA). Gaston Bachelard’s mediations on the four elements and his concept of
“material imagination”, referenced by Carter in his book as Material Thinking
(discussed in detail in Chapter 4) become crucial to seeing Valamanesh’s total
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transformation of obvious references to a family of objects: rooms, stairs, a chair, a
ladder, a shirt, an outline of a body or a shoe are all transformed by a ‘Bachelardian
intuition” (Carter. 24). The materials of sand, earth, iron, carpet, bronze, granite,
iron, lotus leaves and mud all become migrants, transforming into “another”
alchemetically manipulated by the artist to become a chair representing absence, the
ladder representing climbing, earth and iron become a body, a boat becomes too
heavy to move, a charred carpet with a photo above it of the same carpet with the
fire alight. The titles of the work reflect the symbolic content, such as
Longing/Belonging, Subdivision, You just sit here, I will keep my eyes open and
Falling are all poetically nurturing what Edward Said calls an “imaginary
geography” (Said. 1994:55) of what is near and what is far. In Chapter 4 I will
develop further the importance of Bachelard’s concept of the material imagination in
my own work.

The personal and subjective contribution by Valamanesh to his migratory experience
is to bring a form of exotic “otherness” to the schemata. Our awareness of Iran is
through news media. However the Iran the artist introduces to the audiences is his
homeland of ancient poetry and human cultural history. Valamanesh seeks out
connectivity for his narrative by working with public architectural spaces casting
shadows and materials into social spaces. He does not seek to alienate the viewer,
but to seduce the observer with the transcendental, the spiritual and the poetic.
Valamanesh’s own shadow becomes a material, such as iron or earth. Elements from
nature, which are a poetic reminder, keeping the negative as a gap and space of
consciousness of the loss of homeland. The projection of the shadow creates a new
solidity of place: the, I am here statement as Bachelard expresses:
“Poets will help us to discover within ourselves such joy in looking
that sometimes, in the presence of a perfectly familiar object, we
experience an extension of our intimate space.” (Bachelard. 1969:
199)
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13. Longing belonging, 1997, type-C photograph (99 x 99 cm) on aluminium, Persian carpet (215 x 305 cm)

In the installation entitled Longing/Belonging (1997, Fig.13) Valamanesh’s need for
connectivity with his “imaginary geography”, or what Salman Rushdie refers to
“imaginary homelands”, is evident.

A large Persian rug, 215 centimetres x 302 centimetres lies on the floor. A fire has
burnt out the centre creating a black hole that take the viewer’s eyes directly to an
emptiness, a void. From the black hole the eye moves to the light above in the shape
of a fire on the same carpet in the Australian mallee bush. The Persian rug
symbolises the history and complex culture of Iran, hand woven by Qashqa’I, seminomadic Turkic people for whom, while on their migratory journeys, the rug
becomes a meditation on belonging. Writer Brian Murphy discovered in The Root of
Wild Matter-chasing the history, mystery and lore of the Persian rug, a common
saying from Central Asia: Carpets are our soul. (Murphy. 2005:7) Valamanesh
recovers his history through the carpet; a symmetrical object handed down through
generations that contains memories represented through traditional patterns, handed
down through generations, symbolised lotus flowers, ruby red, indigo blue and ivory
white designs.
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The fire is a metaphor for self-analysis. As Bachelard suggests, the hypnotic effects
of fire on a firewatcher are highly conductive to psychoanalytical investigation. The
flame is both light and dark, and burning purifies the soil for new growth, just as a
migrant’s movement refreshes him with new life. Within the movement of the flame,
or in its repose of ash, one can discover paradise. (Bachelard. 1964: 3).

The installation, Longing Belonging, (1997), which is represented in
this exhibition by the photograph only, was made as an expression
of my settling down in a new country. At that particular time I
realised that I had been here [Australia] for just over half of my life
and in order to question and reconcile my position. I had to make
this work. The act of setting up camp has been made easier by the
mediation of the carpet. The carpet being a cultural object represents
nature of another place. Maybe our belonging is to nature and our
longing is for home. But where one belongs or what our longings are
is not that clear cut. After 25 years I recently visited Iran and while I
was very happy to be there I was also looking forward to coming
home. (Valamanesh.2008)

The significance of memory and place become powerfully visualised in
Valamanesh’s work where, as Marsha Meskimmon suggests, a form of landing is
revealed. Not revealed in a simplistic way, but by contrast, landing as an open-ended
pause with self-reflecting consequences for the future. Meskimmon sees the work as
a crossing to the future, an experience of migration that looks forward and backward
together. (Meskimmon. 2011: 75) The Persian rug is on the floor; perhaps it flew in
from another place where the rug was charred by fire in the centre? Above, is a
photo of the carpet that seems to have landed in the Northern Australian landscape
with a fire burning upon it? Two spaces perform together, one horizontal and one
vertical, a “default” space (photography) and a real space (carpet) colliding in
reflection of each other. Longing/Belonging becomes a site of landing of political
potential, “an art of locating” (80) where:
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…we are returned to that which could be lost in translation: the
open ended future and our powerful connections to others in the
world.
(Meskimmon. 80)

Valamanesh uses two technologies, a hand woven carpet (history) and a digital print
on aluminium (the present) to locate a cultural identity through the work. Cultural
theorist and sociologist Stuart Hall suggests, “cultural identity is a matter of
becoming, as well as being”, reflecting the past and the present. An on going process
that goes beyond a “recovery” of the past to the creation of a “new narrative of the
past”. (Hall. Stuart, 1993:225). In Chapter 4 I will investigate notions of belonging
and a narrative identity in reference to my creative archive, revisiting Carter and
Bachelard’s notions of “material imagination” in more detail.

Clouds

14. Guan Wei, Cloud No 5, 2009, Bronze statue edition of 5, 47 cm x 35 cm x 35 cm

Asian-Australian artist Guan Wei visually represents this “open ended future” and
connection to others in a very different way despite the similarities of Valamanesh
and Wei moving to Australia from politically fragile countries. As Australia enters
the second decade of the 21st century, what some call the Asian century with recent
political alignments, free-trade agreements and immigration controls, the heritage of
artists becomes a between-land to navigate their art through a complex shifting
polemic of space and identity. Guan Wei explores his migration with a combination
47

of mythology, cartography and a grand narrative of storytelling within the sociopolitical landscape. The artist explains the exotic ways that he sees the Australian
landscape after arriving sixteen years ago from China as:

'...having an immigrant artist tell the history of Australia challenges
the concept of traditional or monocultural history. What is pursued
here is a kind of liberation, a freed imagination whose aim is to
enlighten us, to drive ahead our consciousness, to rebuild our
spiritual values.' (Devenport. 2006)
Wei’s “gap” or space in-between is communicated through signs and symbols
referencing the old world and the new, myth or science, the east and the west. Wei
emigrated from China to Australia in 1990 but unlike other Chinese artists such as
Ah Xian, Shen Jiawei, and Guo Jian (migrated from China in the late 1980s) he was
not keen to use his “Chineseness” as a cultural signifier but wanted an “aesthetic and
philosophical prism through which to refract his own comprehension of Australian
life and issues.” (Tan. 2011: 2) He is fascinated by the role of Australia and Asia as a
united historic force. In Unfamiliar Land 2006, (Fig.15) a large multi-panelled
painting, Wei layers all the complex meanings and interpretations of early
cartographers and choreographers with notions of invasion, illegal immigrants
(asylum seekers), in a cognitive map painting of European settlement with intended
strange juxtaposition of known and unknown symbols, of Chinese motifs with
indigenous birds.

15. Guan Wei, Unfamiliar land, acrylic on canvas, 267 cm x 677 cm (24 panels)
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The cartographic survey and outline of Australia as if from the time
of Matthew Flinders in the 1800s is juxtaposed with depictions of
boatloads of either early explorer-settlers or current refugees, both
coming into acrimonious contention with native creatures and
aboriginal peoples already living on the land. Incongruously, Guan
Wei has also infiltrated this series of pictures with Chinese
auspicious symbols of dragons, traditional wave patterns and
stylised clouds and mountains, undercutting the inherent menace of
the situation with the decorative appeal of the Chinese motifs. (Tan.
Adele 2011:3)
Wei’s “cognitive” map explores a form of global network with multiple views of an
identity in transit between cultures. (Ash. 2008: 4) Chinese sea patterns with scary
sea monsters, nearby faceless pink bodies floating towards a barren less land where
black silhouettes suggest difference. The image takes on a decorative wallpaper feel
as the illustrative method makes the actual drama like storytelling.

Identity for Wei becomes a portable narrative, moveable and seeking similarities
within the transitory state of living. Like Valamanesh, Wei escaped the political
turmoil in his country and seeks to contribute with an art of connectivity within a
global village of diversity, as Meskimmon suggests, “connections to others in the
world.” (Meskimmon. 80) Unfamiliar Land appears appears to say that Australia is
defined by the settler-colonialists and as Dunja Rmandic suggests, the terms “settler”
and “migrant” are interchangeable” (Rmandic. 2007:2) The “gap” for Wei becomes
a cloud (a type of signature symbol) where in a series of sculptures of naked,
smooth-skinned figures a cloud is either on the back, attached to a foot, or on the
head. The cloud (Fig. 14) becomes a humorous metaphor for thought and action in
an uncertain world where we all carry the burdens of discrimination and dislocation.
(Tan, 2011: 4-5) Wei introduces Australia to ancient China and Australians to their
own country, while adapting a form of ownership of country through the visual.
Wei’s clouds function in the same way as Valamanesh’s shadows.
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Journey

16. Nature Speaks: AT, 2002, 16 canvas boards, 102 cm x 142 cm

Australian artist Imants Tillers’s approach to representing migratory themes is using
a post-modern dialogue through quotation and appropriation. Originally an
architectural student, Tillers’s early work was conceptually based, making a virtue
out of Australia’s distance and the influence from reproductions of post-Second
World War German art and most importantly, New Zealand artist Colin McCahon.
Born in Australia (1950) of Latvian refugee parents, Tillers’s creative imagination
was not a journey from a politically unstable world like Valamanesh’s or Wei’s, but
a journey firstly through conceptual art and secondly, because of certain major
events involving his heritage and a visit to his parent’s homeland.
Tillers’s work in the 1980s defined his future signature style with the use of canvas
boards traditionally used by art hobbyists. This approach solved studio space
problems in Sydney while not interfering with the ability to create ambitious
monumental-sized images appropriating famous artists. Tillers had major success
with inclusion in An Australian accent: three artists – Mike Parr, Imants Tillers and
Ken Unsworth held at PS1, New York, in April 1984 followed by the XIII São Paulo
Biennale and Documenta 7 in Kassel, Germany. Three important articles he wrote in
Art & Text: ‘Locality fails’ (1982), ‘Fear of texture’ (1983) and ‘In perpetual
mourning’ (1984), created a context for his post-modern approach through the next
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few decades. From monochromatic stacked canvas boards to wall paintings
referencing famous artists, Tillers had endless possibilities of imagery, as reflected
in the artist’s ironic approach in works exhibited in New York at the Bess Cutler
Gallery. Future works referenced artists Julian Schnabel, David Salle, Thomas
Lawson, Mike Bidlo and Sherrie Levine.

This background positioned Tillers as a major artist within the context of Australian
art and allowed him international creative possibilities until 1987 when the Wall
Street crash and the collapse of the Soviet Union had a profound effect. The Galerie
Susan Weiss and the Bess Cutler Galleries closed and Tillers’s Gallery in Sydney
Yuill/Crowley was having financial difficulty. The collapse of the Soviet Union and
the financial crisis had an important effect on the artist. The fall of the Berlin Wall in
1989, and the subsequent demonstration by Lithuanians and Estonians for
independence resulted, for the first time in 53 years, in Latvia becaming a free
country. These two events were a defining moment in Tillers’s art practice, and led
him to address themes of migration, rehabilitating an ethnic memory to create a
personal identity that has been a vital subject of modern culture. (Berman.1982: 33)

17. Imants Tillers Diaspora, 1992, oil stick, gouache, synthetic polymer paint, 228 canvas boards, nos. 34000-38183, overall
3048 (h) x 9144 (w) cm, Collection of the Museum of New Zealand Te Papa Tongarewa.

Tillers’s Diaspora trilogy comprising Diaspora (Fig. 17, 1992), Izliede (Latvian for
diaspora, 1994) and Paradiso (an anagram of diaspora. 1994) was an ambitious
investigation of his Latvian heritage, cultural loss, new beginnings and career
references. Tillers signature style canvas boards form a huge narrative, with
quotations from the Bible and metaphors referencing a diverse array of artists and
languages. The references are not his experiences but his parent’s movement from a
displaced person’s camp in Germany in the late 1940s.

51

The series for Tillers became Carter’s “gap”, a therapeutic work of understanding
roots and cultural identity for a second-generation Australian. (Carter.7) French
critic Pierre Restany suggested to Tillers that he exhibit Diaspora in his parent’s
homeland, resulting in an exhibition at the Latvian National Museum of Art, Riga,
(1993). Tillers work formed a context of returning, similar to Salman Rushdie’s
“write back to the centre”, not of his memories but, as Berman suggests, an ethnic
memory and in the process, understanding his “Australian” character.

The Diaspora series, become more personal because of the political
events that happened, you know, at the end of the '80s and the early
'90s, mainly with the collapse of the Soviet Union. And this had
significance for me because my parents were Latvian and Latvia
was one of the countries absorbed by the Soviet Union at the end of
World War Two. So these works are really about discovering my
identity, which is a kind of split identity (Interview with Deborah
Hart at the National Gallery of Australia 2006)
The journey through his heritage and interpreting his parent’s relocation to Australia
clarified in Tillers mind a significant shift. As a result he moved to Cooma from the
city. In 1996 the artist discovered that his paternal great-great-grandfather Farquhar
Mackenzie had settled in the Monaro district in 1837, some 160 years earlier. He
explained the move as:
…issues of locality and identity have been uppermost in my mind
and have made their presence felt in my recent work, not just as
literal representations of landscape, of the grass, hills, sky, clouds or
rocks around me, but as “evocations”, through text and other layered
visual elements (Tillers 2004: 114)
Tillers’s journey becomes Wei’s cloud and Valamanesh’s shadow.
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Real Spaces and Real People

Like languages, diseases and the alphabet, through trade, invasion or
colonisation, art migrates. Artists, pulled by hunger, politics,
persecution, war or simply hope, go where the work is. Art and
migration belong together. (Padel. Ruth, 2012)
At the beginning of this chapter I included the visual arts in Brettell and Hollifield’s
table. The aim of the table was to establish a common framework to create a
dialogue across disciplines, and build bridges between statistics and the forces that
Papastergiadis calls “turbulence”, shaping migrant outcomes and behaviours (20).
The table suggested that implications of a multidisciplinary approach would be an
exciting thought where “causal explanations and interpretive understandings” could
be created. Artists create a “bridge” between statistics and the forces that shape
migrant behaviour in real spaces, interacting with real people. Favell supports this
concept of open dialogue between disciplines maintaining the need for an approach
that accepts the “fact” that migration affects real (physical) people in real (physical)
spaces. (Favell. 2009:269)
Salgado’s lens of difference, Lawrence’s story-telling, Yin Xiuzhen’s portable
geography, Chandra’s cross-cultural dialogue with history and anthropology,
Valamanesh’s longing and belonging, Guan Wei’s cognitive maps and Tillers’s texts
demonstrate of the complexity of the migrant experience, creating images where
belonging, hybrid identities and displacement are at the forefront of scholarly and
artistic debate in a globalised world of connectivity and human movement. (EndersBhatia.2010). The contributions of these artists to the debates around migration are a
type of responsibility for art in furthering the understanding of the role of cultural
heritage in a globalised world. These visual approaches to migration indicate a
commonality to the interdisciplinary approach to materials, spaces and audiences as
well as a return to art as a social force, an interactive “aesthetic into common signs
and meanings” (Hubbard. 1988) standing inside, rather than outside, society.

The call for an interdisciplinary approach to migration and the value of the visual in
the study of migration was demonstrated in 2007 by the publication of a special
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edition of Forum; Qualitative Social Research (FQS). The edition was devoted to
the uses of visual methodologies to investigate migration and social division.
Workshops brought together academics from the visual arts and social sciences,
firstly with the aim to introduce visual methodologies to social scientists not familiar
with these visual approaches. Its second aim was to explore potentials for
interdisciplinary collaborations and thirdly, to investigate what insights can the
visualization of migration by artists might provide for social scientists.

From this research, Susan Ball and Chris Gilligan noted in their paper, Visualising
Migration and Social Division: Insights from Social Sciences and the Visual Arts,
those trends in migration studies are indeed found in the visual arts. Their findings
noted that social scientists want new approaches to the study of migration and are
using a variety of visual tools to explain and describe findings that data and policy
seem to cloud. They also found that contemporary visual artists are:
…critical of what they view as the over-aestheticisation of social
phenomenon. They have taken an interest in engaging with
audiences; one manifestation of this has been a growth in
participatory ways of working by visual artists. (Ball & Gilligan.
2010)

The research discovered a variety of existing projects, including a collaborative
public media project producing film, photographic works and digital story telling,
radio, animation and print stories launched in Ireland in 2007. The aim was to
”amplify voices and personal stories, previously sensationalized or marginalized in
dominant media representations of immigration.” (FOMACS: 2007) Social
Researcher Jon Prosser uses an image-based approach to qualitative research theory
with photo, film and video in a range of disciplines from sociology, anthropology, to
ethnography. Roberta McGrath's essay ‘History read backward: memory, migration
and the photographic archive’ (2007) uses photographic images and texts to
document migration in an out of Scotland between 1841 and 1949. She attempts to
ask questions of the nature of vision and historical memory in relation to present
understandings of migration. (FOMACS.37)
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In 2011 Professor Barbara Villez, head of a research group at Universite Paris 8,
France invited me to present my work on migration as part of the seminar series
Justice, Image, Language, Cultures (JILC). They believed my research "could make
a valuable contribution" to the seminar series. The seminar was held at the Institute
des Hautes Études sur la Justice and based on the theme of the relationship between
contemporary art and justice. The notion of justice and its relationship to all aspects
of our lives, including migration, was discussed in relationship to selected works
from Raft-The Drifting Border under the title of “Seeing Justice”. I will discuss my
contribution at the seminar series in Chapter 6.

Institutions such as Institute des Hautes Études sur la Justice play an important role
in integrating the stories of human movement created by artists, by putting a human
face on the migrant and the consequences of displacement. Professor Barbara
Wolbert argues for the need for art exhibitions on migration because artists “assume
responsibility for the narratives, allusions, and the emotions they evoke” using
individual perspectives that assist the viewers to associate individually to the stories
(Wolbert. 2010:11). At the Tate Modern in 2012 an exhibition called Migrations
investigates the influence of human movement to and from Britain, and asks
questions of the national collection in relationship to the ebb and flow of
nationalities to Britain. The curator, Carey Thomas considered the collection at the
Tate through the lens of migration. The exhibition demonstrates a 500-year dialogue
with America, Europe, the Commonwealth and ex-colonies through artists from
Bruges, France, Tanzania and Germany. Poet Ruth Padel, reviewing the exhibition,
suggest that art and migration belong together, unified by colonisation, trade,
language and hope of a freer and better life. (Padel. Ruth, 2012)

Visual artists using a variety of interdisciplinary methods, such as film, painting,
sculpture and printmaking are creating narratives of migration using personal and
social motives that articulate social issues using “…the imagination as a social
practice” (Appadurai 1990: 5). Unlike theories and academic publications, audiences
entering art galleries, public spaces and museums see artworks year after year;
decade after decade-the audience is ongoing. The director of the National Gallery of
Australia, Ron Radford maintains that Australia, a country internationally recognised
for sport, has the world’s highest attendances of art galleries and museums per head
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of population, with more than four million Australians visiting a gallery each year.

All our Museums have high attendances. The more we tell people
this the more we can get over the myth that we are a sporting
nation nothing else. The number of people visiting galleries in this
country is extraordinary. (Blake. SMH: 2012)
Institutions counteract the “unhealthy cycle of misinformation by Government, mass
media and the public” (IOM report) by allowing the profound subjective and
symbolic aspects of mobility a form of authenticity, (Roderrigez 2007. 2) promoting
a form of wisdom to the debate, a personal or phenomenological experience cutting
deeper into the human psyche. Meskimmon argues that art, “is a very real form of
engagement with/in the world, rather than an escape from it or, worse yet, some
decorative extra, able to be marginalised at will by those who would seek to deny its
force. “ (Meskimmon. 2011:92)

Chapter 4 examines my personal contribution to visual interpretations of migration in
relationship to the previous chapters’ findings. I discuss selected works from The
Migration Series and Raft-the Drifting Border and how human mobility materialized
into form. The Migration Series was completed in 2002 and is finished. It is a part of
my personal heritage and the discovery of a narrative identity. My investigation of
this series demonstrates the catalyst for my research into migration. The series Raftthe drifting border and transit are an ongoing subject for interpretation and
development in my present and future research.
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Chapter 4
Longitude –Latitude

There is a belief that art can bear witness to this experience, re-present
the “reality” and therefore speak the truth. In this way they believed
art could become central to the recovery of community. Artists would
become the storytellers, the voices of the people telling a story, and
constructing a narrative of truth. (Merewether. 1984:10)

I have discussed how contemporary artists are working with themes of migration using
a variety of devices to interpret displacement, memories and diverse identities opening
up new discourses into visualising migration in a globalized world. I have outlined
how visual artists are major collaborators with the social sciences and offer a more
complex approach to human movement to see the mobility of lives in real spaces with
real consequences.

My personal contribution to this field of enquiry is an archive of creative artworks and
exhibitions that interpret three distinct types of migrations, from the personal to the
universal, that date from the end of the twentieth century to the start of the twenty-first
century.
“The Migration Series” (1992-2002)
“Raft-The Drifting Border” (2004-2012)
“Transit” (2007-2013)

In this chapter I will discuss the concept of an archive followed by an interpretation of
selected works from “The Migration Series” (1992-2002) and “Raft-The Drifting
Border”. (2004-2012) In Chapter 5 I will investigate works from the exhibition
Transit (2007-2013)
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Introduction

In chapter three I discussed the diversity of migrant experiences and the
interdisciplinary nature of interpreting this experience, by investigating artists such as
Sebastiao Salgado and his human rights lens, Jacob Lawrence’s visual story-telling
and Yin Xiuzhen’s portable geography of sculptures. I gave an overview of Mohina
Chandra’s cross-cultural dialogue with history and anthropology, Hossein
Valamanesh’s shadows of longing and belonging, Guan Wei’s cognitive maps and
Imant Tillers recovery of an ethnic memory. My intention in this chapter is to create a
conversation with themes of belonging, memories and displacement and lead the
viewer through a selected series of interdisciplinary works using collage, sculpture,
painting, drawing, video and printmaking. When interviewed in the book The Anxiety
of Interdisciplinarity (1998) French philosopher Julia Kristeva made the perceptive
observation that, “theory is pursued because something is hidden behind the visible
”(Coles.Defert.1998.21). This observation guides my approach to analysing the
background to the making of selected images. Kristeva suggests:

When we look at a work of art, we enter into a dialogue with its
invisible part, the experience of passion, the sensorial, what we see,
what we smell, what we taste, that is the re-inscription of the whole
body into the work. (20)

As narratives and stories are at this heart of the creative archive, I discuss not only the
processes of the creation of selected works, but also the texts and circumstances that
influenced the work. Where possible images complement the text. The importance of
visual diaries informs this description.

It is important to note that I am not a migrant interpreting any aspect of displacement
that is my own, other than the common feelings Australians with migrant parents feel.
Second-generation Australian fascination with heritage has been part of popular
culture in the last decade with TV show such as Who Do You Think You Are? Previous
to this commercialization of heritage and migration it has been common for artists and
creative individuals to use heritage as a catalyst for an expression of ideas about place
and belonging. Papastergiadis is fascinated with exile and migration because he grew
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up immersed in stories and experiences of his Greek parents that made him want to
“arrive at some deeper level of understanding of that”. Although born in Australia
Papastergiadis felt a part of the wider world from his upbringing, saying “this was also
a way of thinking about living in the modern world” (Zournazi. 2002).

As a second generation Australian, my stories and experiences of growing up in a
family of mixed heritage reflect those of Papastergiadis. My migrant father never
mentioned his life in the Royal navy or his family in Scotland. My family life was
exotic, with Sunday visits to the Greek Orthodox Church in Redfern where the smells,
sounds and architecture evoked a visual and audio delight. At home the sounds moved
from English with a Scottish accent to Arabic, intersecting at times with some Spanish
words from my grandmother. On visits to our Egyptian friends at Kensington the food,
music and atmosphere were equally exotic.

My decision to investigate an archive of exhibitions on the theme of migration is
based on the concept of an archive representing an evolution of a theme. On the
subject of an archive, critic Robert Klein wrote that artists create a series of works and
single works means little to an artist who is judged by the evolution of his/her works.
(Klein.1970: 198) Klein is describing an experience that I relate to as an artist
searching for a thematic connection in my art. Anthropologist Paul Ricouer suggests
the archive is a trace that is fragmentary, but is capable of surpassing the moments it
recalls. (Ricouer. 1978:66-69) The use of metaphors in the archive has been important
to shape and structure our experience of the world, just as language constructs our
thinking and visual influences shape our perception of things, objects and types.
Heidegger argues that a reader must experience the inner life of a text in order to
understand it at all. The inner life can be experienced through metaphor, and
travelling backwards through history, disciplines and cultures creates new questions
from this use of metaphor.
The artworks created from the discovery of an immigrant’s diary asked the question,
can you return a memory? Interpreting an asylum seeker’s journey I asked, does a
border drift? As a working migrant for a short time, I asked, can a shadow represent
us? These metaphors for each of the series of artworks are what Merleu-Ponty’s
Phenomenology of Perception explains:
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The phenomenological world is not pure being, but the sense which is
revealed where the paths of my various experiences intersect, and
also where my own and other people’s intersect and engage each
others like gears…(Merleau Ponty. 1962:xxii)

Ricouer argues that voluntary and involuntary aspects of existence should be seen as
complementary, and the conflict caused by this “fission” gives us our distinctive
identity. This narrative unity of a person’s life suggests there is an imaginative use of
metaphor that can generate meaning in art and life. What interests me in Ricoeur’s
work is that he synthesizes and opens the possibilities for communication and
interpretation. His concepts of combined phenomenological descriptions with
hermeneutic interpretation (the art and science of text interpretation) indicate the
narrative unity of the archive. The first human movement of the archive combines
anthropological methods whereby interpretation of texts, which in the first case is a
migrant’s voice (description) and secondly interpreting this text in the adjective doing (action) returning a story, a memory (metaphor). To interpret migration through
art means there is more than one interpretation, and history allows for the past and
present to be merged and influence one another. The interpretation is open and fluid
with no fixed truths, so hermeneutics in terms of interpreting art, allows for historical
approaches to meanings of works of art rejecting the art-object-subject thinking of
modern art. Ricoeur seeks objectivity yet is open to what the text says. He suggests
we project our own ideas and needs onto the text. Identification through the object
and text leads to a truth opened up by the conversation, a new dialogue with works of
art at the centre. Ricouer’s narrative identity operates from history (the identity of a
nation) to an individual life making identity unstable, traveling with many stories
woven and pieced together from the same material. (Ricouer. 1978)
I will now investigate selected works from “The Migration Series” and “Raft-The
Drifting Border”, with an emphasis on the Raft series because the issues of border
protection are ongoing, an unfinished visual dialogue. The selected works I discuss
from the Migration Series will focus on the catalyst for the beginnings of a narrative
identity through the concept of artist books. This concept of books appears as a
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constant theme throughout the archive from sketchbooks, sculptural objects and a
painted book installation in the exhibition that I will discuss in Chapter 5 Transit.

Selected works from The Migration Series

In The Migration Series exhibition the artist has also explored notions
of identity and place. We observe a journey where ideas of home as a
creation or construct have been nurtured to fruition. From a decade of
experience we see the narrative process of a reflexive artist. Copland
has engaged the journey with a fresh and direct vision to add a
socially relevant voice to the encounter with new territory to find
meaning, inviting the viewer to share the journey and see the story as
a means to understanding who we are and where we belong.
(Meredith Brice, curator of the Migration Series. 2002)

Migrant Book (1992)

18. Migrant Book, 1992, Bronze and Oil Paint, Created in Darwin, 6.6 cm x 9.8 cm x 5.3 cm

In the previous chapter I discussed Imant Tillers work titled Diaspora and how the
artist created a work inspired by a quest for a “rehabilitation of an “ethnic memory”
(Berman.1982), seeking a connection with homeland and cultural heritage. Unlike
Tillers crucial moment in Riga, my crucial moment came in 1990, when the past had
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merged into the present with the discovery of two objects, a diary (1911, Australia)
and a postcard album (1907, Cuba) by my grandmother, Julia Elias Menayer. These
objects contained part of a cultural heritage I had not known about. The images and
text created a new narrative that would be the beginning of Migration as Art, a
journey through identity, heritage and “ethnic memory”, which Edward Said calls an
“imaginative geography” (Said. 1985: 55)

In Seeing Double Peter Pesic (2002) asks what is it that defines individuality and
identity, and draws on philosophy, literature and physics to illuminate our ideas of
personhood. He maintains we have only just begun to ask questions of identity. It
could be argued that every artist creates an identity as soon as a work of art is made;
the art becomes the person, reflecting a type of identity created by the imagination
and individuality in the brain. Pesic asks:

Like all genuine questions, the question of identity will never die.
Such questions do not have answers, in the sense of a single definite
statement that eliminates the need to ask the question again. Yet that
does not mean that talking about such questions is an endless and
meaningless game, merely going back and forth over the same
positions, more cleverly expressed. Instead, at crucial moments in this
long conversation are living things; they are fascinating because at
any moment, something so compelling may emerge that nothing will
be the same again. (Pesic. 202:epilogue)
My grandmother’s Spanish text from the diary and the exotic images from the
postcard album made in Cuba reflects Pesic’s concept of a crucial moment. These
heritage objects were so compelling that nothing would ever be the same again for
me, and the migration of my grandmother and her parents reflected a shared human
narrative and the idea of “becoming”, where all identities have a cultural history that
is never fixed.
The metaphor “returning my grandmother’s memories to their origins” began in 1992
as a small object emerged from a hot kiln at Charles Darwin University (Fig. 18).
Before the object entered the kiln it was made of wax and then covered with plaster.
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This allowed the bronze to be poured through the simple “plumbing” areas. After
breaking away the plaster a simple book shape emerged. What was this object that
assumed the “presence” of a book, but was unreadable? Or was it? Too small to read,
too heavy to carry, it seemed frozen in time, a relic from an archaeological dig. The
imagining of a piece of wax to another material recalls philosopher of science Gaston
Bachelard’s notion of a “material imagination”. It also recalls his cross-cultural use of
objects that are universal and his use of the space created by these objects. This
material imagination identifies the “permanency” present in “things”. Objects can be
observed scientifically but this denies the poetic imagination, mind and nature.
Bachelard uses the poetic to help us discover the joy in seeing things and relating this
experience of seeing with the deep parts of our being. (Bachelard 1969)

This coexistence of things in a space, to which we add consciousness of our own
existence, is a very concrete thing. Leibnitz’s conception of space as a place inhabited
by co existents has found its poet in Rilke. In this co-existentialism every object
invested with intimate space becomes the centre of all space. For each object, distance
is the present; the horizon exists as much as the centre (Bachelard.1969: 203).

The space created by this bronze book held in the hand created an intimacy, a scale of
importance, which shifted my thinking to consider how to accommodate this scale
into telling an immigrant story and symbolically imitate the size of the two books.
The aura of nostalgia around this poetic space of a book indicated to me that by
transforming the intimacy of the diary and especially the scale of this intimacy, as
Bachelard says, “imagination in miniature is natural imagination which appears in all
ages in the day dreams of born dreamers” (149).

19. Migrant Book, (1992) Bronze and Oil Paint

20. In the House of my Father, (1996-7) Photo
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A philosopher often describes his “being in the world” using a familiar object as a
symbol. He will describe his ink-bottle phenomenologically, and a paltry thing
becomes the “janitor of the wide world”, (Bachelard.1969:155) a diasporic object
reflecting an intimate story where bronze becomes a home, a habitat of memories.
During the next decade the making of the bronze became the start of a narrative
identity. Migration, identity and art became interwoven into a solid (history and
bronze), intimate object, a form of memorial, a personal memorial to heritage and
identity.

Books, like homes, offer a form of space that Bachelard argues contains identities and
psychological spaces. An example of this is In the House of my Father (1996-1997)
(Fig. 20) by Afro-Caribbean artist Donald Rodney. This work includes a large
photograph, which depicts a dwelling, a tiny house constructed with the skin of the
artist pinned together, intimately linking family through flesh. (Meskimmon.2011:
38,39) Made a year before Rodney died in 1998 from sickle-cell anemia, the artwork
indicated a crucial moment in Rodney’s life that creates one of the most powerful
works about identity. Unlike Rodney’s photography of the body as a site to construct
identity, Migrant Book (Fig. 19) is a memorial to the diary, where the intimacy of a
story and a personal voice freezes into bronze, a historic art history material. A book,
like a house, tells us something of intimacy. Books are commonplace, held in the
hand and travel with the owner where a new story of self can emerge through such an
object. An inherited diary was recreated into an object, a symbol integrating a lived
experience into a new narrative and a new story. As Roland Barthes said, “Isn’t
storytelling always a way of searching for one’s origin” (Barthes, 1976:47).
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Memories 1995

21. Pensiementos, 1994, Wax and recycled book from Cuba, 35 cm x 25 cm

The creation of the bronze book was the catalyst for a decade of exhibitions and
artist’s book installations and variations. As I have discussed, this major project was
the beginnings of a shift in my art practice to a social role interpreting migration. The
following selected works which I have for discussion demonstrate a link with the
most recent ongoing series of works, Raft-the drifting border and Transit, where
recurring materials and content appear.

The collage Pensiementos (Fig 21) was created in 1994 using a second handbook
purchased in Cuba at a market in Havana. In 1993 I collected paper, books and
objects from my journey to Cuba using those materials and objects to construct a dual
identity of the visitor (grandson) and revisited (grandmother) through the medium of
collage. The photograph in the centre was taken on the Avenida de Maco, the
esplanade that stretches for 8 kms along the coast of Havana. Cubans look out from
the Malecon to America and this is where boats often set off to Miami. Using objects
from the location of my grandmother’s homeland with a combination of beeswax,
paraffin wax, oil pigment for colour and various papers, I covered the book with a
collage. The softness of the wax allowed me to etch the text from the diary directly
onto the thick waxy surface. The Spanish word Pensimentos means “thoughts” in
English, and when I embedded the image of the sea in an open window that I cut in
the centre of the book, it seemed a perfect combination of image and text to evoke a
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memory. By rubbing pigment into the depressed surface, and using solvent to wipe
back the excess accidents, I made the surface feel and appear like a worn out wall in
Cuba. Collage allows for this type of rupture, contradiction and fragmentation and
leads to many variations of collage using similar techniques.

Translations and Displacements 1992 (Fig 22) evolved through a process where I
photocopied Spanish text from the diary by my grandmother and layered them over
with transparent paper, which included her daughter’s translation (my mother) and my
own English translation. By layering three generations of text, language and history,
time and memories came together, uniting art and migration in a single narrative.

22. Translations and Displacement, 1992

23. Translations and Displacement, (detail) 1992

24. Installation view, NT Contemporary art space, 1992

Collage subverts the surface of the image and promotes a memory, a tear, a rip, a
jagged edge and more importantly, a “revealing” of something underneath, a
subterranean lurking movement. In 2001 writer Kiersten Fishburn wrote of the collage
paintings exhibited in the exhibition East of Somewhere:

The use of the traditions of text and writing as a way of re-asserting a
place and identity is also explored in Stephen Copland’s painting
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suite Julia’s Diary. Using the diary of his grandmother, he explores
the migrant experience through reconstructing the texts and
reworking, erasing and recreating a heritage. The heavily worked
images of flags, tourist scenes and texts speak powerfully of the need
to retain the experiences of the past, even while they are shifting and
changing through the experience of migration. (Fishburn 2001)

Fishburn sees the importance of visually retaining an experience of the past while
existing in the present, a narrative identity created by physical movement as well as
by the imagination. My works were received as a form of cross-cultural installation,
not as a retrospective, but as the demonstration of an artistic identity formed by the
observation and study of the migration of other, embracing art as a social document.
Artist Alan Oldfield wrote of the work:
It is really the “fission” between your almost unknown grandmother’s
experiences and yourself, which makes it interesting, And gives it a
place in multi-cultural Australia’s art history. (Oldfield. Email: 1992)

25. Made of Cuba 1994, Collage Recycled books and objects from Cuba, 47 cm x 35 cm
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26. Made of Cuba 2, 1996, Collage Recycled books and objects from Cuba, 47 cm x 35 cm

27. Made of Cuba 3, 1996, Collage Recycled books and objects from Cuba, 147 cm x 35 cm
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The Dividing Line 2002

28. Migration, 2004, oil on canvas, 213 cm x 167 cm

During the creation of the artist’s book collages, I used the image of the ocean as a
metaphor for displacement. This led me to create a series of oil paintings entitled The
Dividing Line, six large paintings (167 centimetres x 213 centimetres) of the ocean, an
image common to Australians. How could I paint an image of the ocean that
conveyed an ambiguity where ideas of migrating and travel would appear? I
considered very carefully the surface and kept the oil paint thin, with a variety of
layers creating depth and space. The image is all sky with a low fringe of sea and/or
land. The painting surface is not thick but layered, disguising the brush mark, creating
a fluidity that gives an experience of being in nature and viewing the horizon line and
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moving sky. Historian James Elkins in What Painting Is says: “What matters in
painting is pushing the mundane towards the instant of transcendence.” (Elkins.
200:188) In the act of painting the large images I devised a series of body actions
using a squeegee to merge the paint, thinned with a medium to make the layer
transparent. Revealing the under-colour took the paint away from being mundane
where an accident became accepted became intended. This is why I made no attempt
to copy from a photograph that would make the image mimetic and drain the painting
of the experience of the ocean that I live near. My aim was to use the paint to speak of
migration and suggests concepts such as near and far, here and there, as well as open
up an ambiguity through the use of the fluid paint surface.

Curator of Raft-The Drifting Border Dr Rod Pattenden wrote:
One of the most repeated forms in this work is the vast and shifting
boundary of the ocean. It appears as a vast horizon, luminous in
intensity, and at other times as a stained and toxic pool that is spilling
out into the space of the viewer. (2009)

The symbolic representation of proportion as a tool for meaning in the painting
became as crucial as the paint surface. Michael Carter’s book, Putting a Face on
Things (1997) had an influence on my thinking. Carter investigates perspectival
discourse and discusses limits and the movement from near to far, and that particular
moment that describes where what is seen vanishes. Referencing the pictorial regime
that has underpinned European oil painting since the emergence of the perspectival
system at the time of the Renaissance, he states:

What is intriguing (about this perspectival discourse), is not only its
actual deployment in the picture, but the metaphors that are reached
for to describe the horizon that lies in the far distance at the back of
the picture. (Carter.1997: 225-242)
Carter’s emphasis is the metaphorical significance of horizontal recession by stating;
‘I can think of no figure that better captures the profundity of oil paint’s imagination
where, in the deepest recesses of the image, we see ‘far horizons, the infinite, the
Absolute’. The paintings were carefully shaped proportionally to indicate to the
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viewer a sense of contradiction of seeing a coming or going, arriving or leaving- an
Australian landscape of the past, the present and the future. To visually suggest my
point, consider the same image with a different proportional shift and see how the
context of the interpretation changes:

The proportions shift the context of the dividing line opening up a different
interpretation placing the viewer within a different psychology. The painting operates
with our physicality, allowing our bodies to stand, look out and enter the image space
whereas the other proportions I have shown keep us outside the frame; our bodies
remain outside the action. Experimenting with the horizon line opened the
possibilities to transform a simple painting of an ocean and sky into something else
more profound. The paintings were created at the end of the series of the collage
books. The installation of the paintings within the context of exhibitions that speak of
migratory themes, acted as reference points to other mediums such as sculpture,
collage and film.
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29. Installation view, Migration 11 & 111, 2002, oil on canvas 213 cm x 167 cm

30. Installation view Migration 1, 2006, oil on canvas, 213 cm x 167 cm
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31. Migration 11, 2004, oil on canvas 213 cm x 167 cm

Curator of The Migration Series, Meredith Brice, writes:

The position of the horizon line gradually assumes less significance in
the overall proportion of the composition, draining in some instances
to the bottom of the picture, creating a visual break. It is as if the area
of sea has become a substitute for the body, sinking as sediment in the
alchemist’s beaker. The two elements, sea and sky, (liquid and gas),
allude to themes beyond the temporal, reiterating a sentiment
Marshall Berman expressed; “All that solid melts into air”. (Brice.
2002 5)
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Selected works from Raft-The Drifting Border

Copland has an eye on history and our habits of forgetfulness about
the past. He is also shaping a response to one of the formative debates
of our present moment. From the horizon of the past to the horizon of
the future, this is a large gesture of making meaning in the complex
and murky waters of present day events. (Curator of Raft-the Drifting
Border Dr Rod Pattenden 2009)

Shelter 2003

32. Shelter, 2003, printers ink on canvas, 99 cm x 144 cm

During 2002 I began a new series of works looking at the dark side of migration,
intent on indicating the shift in attitudes to migration or as Papastergiadis suggests,
the “turbulence”. Raft-The drifting border developed as a protest, a letter, a plea and a
visual reminder. During an election year in 2001 the Australian Immigration Minister
made a statement that asylum seekers had thrown children overboard in an attempt to
force their way into Australia.
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It was a vicious ploy to demonise refugees, and to glorify the
Government’s handling of “intruders” for an election based on
“border protection” (Tello. 3: 2008)
I decided to use Theodore Gericault’s history painting, The Raft of Medusa (Fig. 33)
as a historic reference point for a new series of works on migration.

On the 2nd July 1816, the Government frigate La Méduse, carrying French soldiers
and white colonists to the colony of Senegal, sunk off the African coast. The captain,
a Government appointee not known for his seamanship, steered a disastrous course
until the ship had to be abandoned. With only six lifeboats and four hundred
passengers and crew, a raft sixty-five feet long and twenty-eight feet wide was
fashioned together. Cut loose by the lifeboats, the raft drifted for two weeks until
rescued with only 15 survivors, five dying shortly after reaching land.

Two surviving officers, Savigny and Correard, petitioned the Government to
compensate the victims of the shipwreck and punish the frigate’s captain, a corrupt
Government appointee. Frustrated by harassment, fines and dismissal from
Government service, these modern day whistle blowers decided to put their case to
the nation. Both officers gained support by writing a book whose intention was to
incriminate the Medusa’s captain, and defend themselves against the atrocious events
on the Medusa. French artist Theodore Gericault met Correard and Savigny around
1817 and, after reading their book, scrambled aboard the Medusa with his
imagination. He entered his Paris studio to create the painting The Raft of Medusa in
reaction to the political scandal surrounding the doomed frigate. In 2006 a major
exhibition at the Musee de Beaux-Arts de Lyon revealed Gericault’s political leanings
to be ethically sound and critical of hypocrisy. The artist was angry after reading
Correard and Savigny’s book and wanted to make a point:

Here, 144 lives were lost, and a public rage ensued because of the
French government’s inadequate rescue effort and the subsequent
tragedy. As such, Géricault’s painting is operative because it
generates empathy for those that died in the accident and also, records
and aids a memory of the event. (Tello.2004)
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33. The Raft of Medusa. (1819), Theodore Gericault, Louvre, Paris, Photo by Stephen Copland 2011

Gericault heightens the social point by placing an African at the centre of the
composition waving his shirt to signal the Argus. In some ways Gericault is making a
symbol of the future of European society, that is, mixed races challenging racist
prejudices. Gericault reflected the ideas of the fervent abolitionist Abbé Grégoire,
who urged France to change her policy towards the Africans. (Alhadeff. 2002)

In 2002 I entered the studio and wrote in my diary: how could an image of the
treatment of asylum seekers be made? What parts could form a visual language that,
like Gericault’s image could become universal, create empathy and aid the memory of
migrations across the ocean? In the studio I prepared a caustic soda mixture and
painted freely onto the lino surface the image of The Raft of Medusa. The acid
mixture moved freely on the 1.0 metre x 1.4 metre area as the background was etched
out revealing the image (Figs. 35, 36).

Why lino and caustic soda?

As we stand and look forward to the challenges humankind faces we know from
history that hope and fear (despair) ride the same wave. I am angry therefore I will act
and create, detaching myself to immerse in the creative act, become a vehicle for the
visualisation of the subject. This passion to create involves detachment, which is
central to the work, where the self, and the desire for rewards and favour are shelved
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for the sake of the purpose of the art and its content. This detachment makes us part of
the world. A linocut allows for a shadow” of the real thing, it immediately historicises
the image, the viewer knows it is a reminder. (Studio diary)
Consider the difference with an oil painting I created to research the image:

34. Oil study, 45 cm x 36 cm

Paint freezes the action, whereas the appropriation of the shape of painting printed
from lino creates a shadow, a negative and something unspecific: any vessel or raft
with a mass of bodies seeking refuge. In the canvas print Shelter (2003) I used an
intuitive accident riddled process of brushing caustic soda onto lino and allowing the
acid to erode the surface. The printing of the image onto a piece of canvas with a
canvas tent shape glued down made the surface unstable, a fraught and difficult
registering of the ink. The printing method was similar to a mono-print that allows for
the moment, open to print errors, a one off. Once committed there is no going back.
What you get, you get. The tent reference is from Isaiah 38:12: “Like a shepherd's tent
my house has been pulled down and taken from me. Like a weaver I have rolled up
my life, and he has cut me off from the loom; day and night you made an end of me”.

The subject is the object as well as the process.

Seeking asylum is a fraught and unstable situation. The sea, the boat and the
destination are fluid and uncertain. The use of a print method was crucial to the series
as it allowed for repetition, reinterpretation and a background for experimentation

77

with materials. The process allowed me a variety of reproductive options to visualize
the treatment of “boat people” into a shadow repeated in a variety of medium and
materials.

35. Raft of Oceania, 2004, ink on paper, 99 cm x 144 cm

36. Blur, 2005, ink on paper, 99 cm x 144 cm

Shadows locate a certain fear, an uncertainty or “a poetic reminder keeping the
negative as a gap and space of consciousness of the loss of homeland” (Valamanesh).
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This shadow is found in Copland’s work in repeated forms.
Sometimes it appears like a wall, and at other times a toxic spill like
bitumen or acid, an alchemical physical reminder of the reality of
confronting the truth of current events (Pattenden. 2009).

Trackless Domains 2008

37. Installation view Macquarie University Gallery, 2009

The boat is a floating piece of space, a place without a place that
exists by itself. (Foucault. 27:1986)

The sculptural series Trackless Domains (Fig, 37) includes six sculptural pieces, three
mounted on plinths, one wall sculpture and one freestanding sculpture. The works
developed from a variety of sources and references drawn from the past and present.
Created as a reaction to developments on the Australian coast, where asylum seeker
vessels are being destroyed in tragic circumstances (Sydney Morning Herald.
February: SIEV X: April 16th 2010) the sculptures evolved from a paper cut-out of
Gericault’s The Raft of Medusa. The edited shape from the background of the painting
created a new space and a shadow of ambiguity. (I describe the development of the
concept of a cut-out and animation in Chapter 6)

The sculptures were made of materials washed up on the ocean edge at the beach
where I live north of Sydney. I sought to evoke tragedy and empathy, using an
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intuitive conjunction of materials from nature and the coast and, rather than refer to a
specific tragedy, make the work universal. Walking on the beach near my home
provided the materials and an intuition informed the use of sand, twigs and shells,
combined with my fascination with maps and exploration. I wrote in my sketchbook
the connections behind the selection of materials:

38. Detail of sketchbook 2005

Wax- before casting-will melt with too much heat
Twigs- boats- houses-chairs –structure-life; growing into the future
Sand-shifting-beach
Canvas- shelter
Iron-White mans bark (indigenous reference)-shelter
Drawing (sketchbooks)-‘thinking forms’; a way of expressing thoughts without using
language
Perspex-transparent-open
Video- Time
Bachelard coined the term, “material imagination” to highlight the insight human
creativity can have with substances and making with perception. The key to
understanding the term is Bachelard’s concept of imagination. Bachelard makes a
distinction between the formal imagination, which he sees as reproducing the already
seen and heard and material imagination, where the creative and productive has its
roots in nature and perceptive consciousness- fire, air, earth and water. (Bachelard,
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1958) I continued referencing The Raft of Medusa by making cut outs, creating a
shadow of the image, allowing for ambiguity. I manipulated the paper cutout using
inks, waxes and techniques that I had developed in collaged books from The
Migration Series.

39. Collage stencil, 2008

40. Sketchbook, 2009

41. Boston Museum, 2004

A drawing from an earlier sketchbook became an important structural form that in
combination with the stencils had sculptural potential. When I visited the Boston
Museum in 2004 (Fig 37), a Marshallese sailing chart constructed of pandanus and
palm and cowie shells was on display, and the memory of this practical and
sculpturally aesthetic “map” stayed in my mind. I sketched the Marshallese sailing
map (1897) that was used to navigate the Pacific, where ocean swells were
symbolized by angle pieces and shells mark the reefs and atolls. Like art pieces, these
‘maps’ were individual to the navigator, dependant on knowledge and systems of
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notation. These maps were like personal secrets that were memorized and not taken to
sea. The materials became tools of migration where objects “materialize the
imaginary" (Bachelard, 2005, p.37)

The drawings from the sketchbook (Fig. 42) became the catalyst for a 3-D drawing
with nature, twigs, shells and sand. The stencil concept of cutting and creating a
negative and positive shape, a space within a space, prompted me to create a series of
sculptures where the space is narrow and subverts the notion that sculpture is “round”.

42. Sketchbook, 2009

In Trackless Domains 1 (Fig.43) I decided to take the fragile vessel shapes and extend
the visual language and suggest a wall map. A constructed imagined chart, a wall
narrative of shadows and negative shapes create a movement when combining
branches with colour photocopies of maps.

43. Trackless Domain 1, 2008, twigs, sand, shells and canvas
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In chapter two I discussed Hossein Valamanesh and his intuitive approach to objects
and materials. Valamanesh creates metaphors with simple objects such as branches,
iron, leaves, bark and chairs, crafting symbolic references between objects and
shadows. Paul Carter sees this shadow-object relationship as an asymmetrical
dialogue:

When shadows, like silhouettes, momentarily resemble an outline, it
is merely a deception that enables us to see. And the result of this
doubly deceptive intercourse is an endlessly deferred placement, a
sense of the self-perceiving awareness growing out of the never
completed movement towards - as a shadow runs alongside. (Carter.
1996:22)

My aim was to use lighting to assume a form of movement, repeating the sketchbook
drawings and opening up a negative and positive silhouette dimension to the context. I
saw this as a way of opening up the body to speak of in-completed human movement
– trackless domains where the shadow “materializes the imaginary" (Bachelard, 2005,
p.37)

44. Trackless Domains 1, 2009, Installation view Macquarie University Gallery
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45. Trackless Domains 1, (Detail)

46. Trackless Domain 2, 2008, twigs, sand, shells canvas
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47. Trackless Domain 3, 2008, twigs, sand, shells canvas

To develop this concept of drawing in space utilizing shadows, negative and positive
objects I considered the use of transparent perspex. Trackless Domains 4 (Fig 48)
was created from a recycled object: a cedar weaving loom that was discarded and a
large piece of timber washed up to the sea shore. I manipulated the found objects to
change their function and formed a vessel shape. On the top ridge of the structure
hooks and ropes from the original loom were positioned and from these I hung two
pieces of clear perspex. On the perspex I etched images of the raft, maps of Australia
and references to a range of migratory themes. Shadows now became transparent and,
as Carter suggests, deceptive and dependent on the background.
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48. Trackless Domains 4, Found objects, etched perspex, cedar, twigs and rope, 150 cm x 125 cm

49. Detail: Trackless Domains 4, Found objects, etched perspex, cedar, twigs and rope, 150 cm x 125 cm
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The Corrugated Sea 2012

50. Video- Corrugated Sea, Installation view, Raft-The Drifting Border, Macquarie University Gallery

The DVD video The Corrugated Sea (Fig. 50) developed from sketches in my visual
diary (Fig.51) where I wrote in the top right hand corner of the page: “As historian
Jules Michelet, it is our whole society that is embarked on the Raft of Medusa”. The
drawing at the side of the writing suggests a structure on the shore, like a stage,
referencing a cut out shape of Gericault’s The Raft of Medusa. The figure at the side
of the structure provides a visual scale of the object in relation to a body.
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51. Sketchbook, Indian ink, 30 cm x 25 cm 2004

The bottom right-hand corner shows a sketch of the figure looking up to the waving
figure in the sculpture. The ocean image that had appeared in my art for the last two
decades, firstly through collage and then paintings, surfaced again. This time a large
corrugated iron structure, evoking a washed up boat and/or a barrier or stage, is
located on the sand. The drawings led me to consider using film as a medium to react
to a new narrative of immigration constructed by Government policy, a policy of
barriers and a range of border protection concepts.

The sketch of the iron image was like a shadow, thin and moving between recognition
and disappearance, and suggested to me that new media offered more flexibility for
the narrative of border protection. Film allowed the art to become transportable, less
fixed, and impermanent and, as with the linocut, I sought fluidity. I could also make
and remake versions and shift the narrative. The use of iron seemed obvious. Invented
and patented in Britain in 1829, corrugated iron initially was used in Australia for
verandas to protect buildings from the sun. Called “white man’s bark” by Indigenous
Australians, iron is a potent reminder of a material that represents an impermanent
and transient structure, affected by wind but resistant to rain, fire and ice. Initially I
searched out old sheets of corrugated iron that had been recovered from an old
building and had a patina of green and rust bitten by the weather. The combination of
sheets to form the size 3400 centimetres high x 3690 centimetres wide allowed me the
freedom to move the units and change location and the context. The sheets of iron
transformed into the raft shape, a barrier with an opening, a window of empathy in an
image that is tragic and poignant in its location.
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52. Killcare Beach, 2008

53. Still from the video Corrugated Sea, 2009

On a silver grey, overcast day I took the sheets of iron to Killcare Beach, north of
Sydney (Fig.52) and experimented with the iron and location. With the assistance of a
film editor I set up the camera on a tripod, I decided to keep the filmmaking as simple
as possible. We kept the camera in a stationary location and like an actor with stage
props; I intuitively set up the iron in the sand, took it down, and walked around the
structure. People walked along the beach, dogs wandered near the structure while
canoes passed by creating a dialogue, as they became part of the film. My interest in
positioning this structure on the beach was firstly to form a barrier framing the ocean,
firstly to mirror the Dividing Line painting discussed earlier. Secondly, I was
interested in the 1998 ABC Boyer lecture, A Spirit of Play The Making of Australian
Consciousness where novelist and poet David Malouf described a sense of spatial
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relationship with the country we inhabit and share with others as well as a “spirit of
play”.

Looking down the long line of coast this morning as I begin these
lectures I see the first rays of the sun strike Mount Warning and am
aware, as the light floods west, what a distance it is to the far side of
our country-two time zones and more than three thousand kilometres
away, yet how easily the whole landmass sits in my head-as an island
or, as I sometimes think of it, a raft we have all scrambled aboard, a
new float of lives in busy interaction. (Malouf.1998: 7)
Malouf’s description of Australia as a “raft we have all scrambled aboard” fascinated
me in relationship to my use of a raft shape and playing with the iron structure on the
beach. I wonder what the chapter titles in the lecture: the island, a complex fate,
landscapes, monuments in time, the orphan in the Pacific and finally a spirit of play
would be titled in 2011, when the migration of people across the ocean to Australia is
a major political issue?

The author answered my thoughts:

The truth is that our history has not been one of unbroken progress,
either materially or socially. It has been a continuous shifting back
and forth: between periods of economic boom and long periods of
depression: between a confident openness to the world, and to our
own capacity for experiment, and a cautious drawing in behind
defensive walls: between a brave inclusiveness and a panicky need to
make distinctions and exclude. But it is continuity, and we need to
take it as a whole. (Malouf: pp. 101)
“A cautious drawing in behind defensive walls” has been Australia’s approach to the
new migration, and the video creates a tragic narrative of a construction of a
corrugated barrier on a beach. The dark part of human nature and the moral dilemma
facing issues such as border protection become poetic with a steel grey sky, blue sea
and a fringe of ochre sand. The raft barrier is assembled and then taken down,
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rearranged and reshaped suggesting our “visitor” status to this land of migrants and
wide-open spaces (Carter, Lewis 1999, 122) In Depth of Translation, The Book of
Raft, writer Ruark Lewis discusses conversations he had with poet and radio producer
Martin Harrison about the remaking of Australian traditions. Harrison is interested in
the processes by which a “migrant society, heir to a history of territorial possession
and dispossession, can be joined to its land”. In this work I ask the question, could
the concept “joining to land”, for the majority of Australians, be the coast? Australia
is one of the driest continents on the globe and Australians cling to the coast where
our concept of “home’ is near the sea (it is also a dream). In 1987 critic Robert
Hughes wrote that Australia was a colonial experiment that was never tried before:

...An unexplored continent would become a jail. The space around it,
the very air and sea, the whole labyrinth of the South Pacific, would
become a wall 14,000 miles thick (Hughes: 1987 R P).
Hughes’s “continent as a jail” has become a reality for recent arrivals by sea to
Australia and in a metaphoric way gives Malouf’s defensive walls a size, 14,000
miles thick. The video The Corrugated Sea plays with these notions and texts,
showing an iron structure that has an opening at the centre, a gap framing the image
of the sea, all sky with a fringe at the bottom, a dividing line and an opening which
perhaps represents hope. The image is not fixed, like identity. It is merely iron pushed
into sand, easily moved, reformed and taken away.
…home carries a core positive meaning as the material anchor for a
sense of agency and a shifting, fluid identity. This concept of home
does not oppose the personal and the political, but instead describes
conditions that make the political possible. (Meskimmon. 2011: 18)
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Border Protection 2006-2008

54. Border Protection, 2006-2008, oil on board on canvas, 280.0 cm (h) x 340.0 cm (w)

Copland is concerned to address, in visual terms, how Australians
fixate their hopes and fears on the watery border of the ocean, this
wavering line that defines our cultural identity as an island
surrounded by the teeming difference of Asia. (Curator of Raft-the
Drifting Border Dr Rod Pattenden 2009)
The idea behind the installation Border Protection (P.54) came from a series of
sketches of lighthouses. The nearest lighthouse to my home is Norah Head, north of
Sydney and, after a visit to the site, I considered how lighthouses frame and shape the
Australian coast. I decided to create a painting of the Australian coast using the 147
lighthouses that frame our coastline. My aim was to form a new map of Australia
using the lighthouses as a metaphor for a coast that is in a state of flux and change,
with a destabilising and blurring of the notion of our relationship and sense of place to
an island continent.
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55. Sketchbooks 2005

Historically, lighthouses have operated as a symbol of hope and salvation, positioned
along coasts defining the offer of protection. The construction of 147 lighthouses on
the Australian coast acknowledged the danger posed by reefs as vessels navigate the
seas in attempts to land safely. These structures have always interested me as a coastal
dweller, artist and surfer for a variety of reasons. Lighthouses offered hope and are
now iconic symbols of a past history, as their function has changed. Consistent with
my previous method of working, I used canvas off-cuts (Fig. 56) from rejected
paintings and trimmings from the stretched frames.

56. Canvas off cuts

Working with photographs allowed a certain discipline to the process of painting and,
without having to consider the total shape, I worked intuitively, varying the size and
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approach to the sky on each individual painting. Gluing the canvas onto plywood
again gave me the freedom to edit the image and remake the individual lighthouses.

57. Currie lighthouse, Tasmania

The title Border Protection was important as borders, like maps, identify and
delineate, and are a form of communication and information about places at different
times and different situations. Questions of borders have been at the forefront of
political and intellectual dialogue. The border is an unseen geography and academic
Dr Susan Ball suggests the following:

In terms of the landscape, seascape or air, borders are often not very
visible, except in small areas around official border crossing points.
Yet people know they are there: sometimes, they make themselves
more present in cities and the places where undocumented workers
congregate than they do at the geographical areas where borders exist.
(Ball. 2012)
David Marr and Marian Wilkinson, two of Australia’s most accomplished
investigative journalists, wrote Dark Victory in 2004. In the analysis the authors
reveal the secret history of the campaign by the Government against boat people
coming to Australia seeking asylum, and making our border protection an issue that
distorted humanitarian issues. Border Protection was exhibited at Macquarie
University Gallery in 2009 in the exhibition Raft-The Drifting Border and opened by
journalist and author David Marr (Fig. 58).
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58, Author, David Marr opening the exhibition. 2009

59. Installation view Macquarie University Art Gallery. 2009
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60. New South Wales (detail)

61. South Australia (detail)
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Thomas Kilpper’s lighthouse
German artist Thomas Kilpper’s work investigates borders and the exploding
migration of thousands of refugees from Africa to the small island of Lampedusa in
Italy. His installation of video, large linocuts and drawings (Fig. 62) documents his
reactions to living on Lampedusa, in 2008, where he attempted to develop a social
dialogue with people and reactions to refugees. In the video work A Lighthouse for
Lampedusa (Fig. 63), Kilpper creates a lighthouse out of fragments of the boats that
could send out light signals, a form of navigational structure to collaborate with the
community. Kilpper lived on the island and interviewed the migrants and citizens of
Lampedusa attempting to humanise the “new” migration and concepts of integration.

62. Installation view at CCC Strozzina Palazzo Strozzi, Firenze, Photo: Martino Margheri

Kippler’s use of the lighthouse has a double function, firstly to assist with navigation
of refugee boats and secondly, he wants the lighthouse to function as a cultural centre
and host a variety of communicative and interactive events. The artist acknowledges
the refugee dilemma cannot be solved with military intervention or other forms of
border protection. A Lighthouse for Lampedusa asks that integration and immigration
policy consider refugee human rights.
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63. Thomas Kilpper – A Lighthouse for Lampedusa! – ongoing project since 2007,
dispari&dispari project, Regio Emilia, 2008 (photograph by dispari&dispari).

Dr Rod Pattenden wrote of the installation Border Protection:
Such architectural forms on the edge of the continent are strong reminders of
safety and physical haven. But in this context they also echo aspects of
surveillance and the fluid anxiety that needs to fix a clear line of demarcation
when faced with issues of difference. In this case questions arise about who
is in and who is out, and in turn how this very fluid border will be negotiated
for those wanting to pass through to safety. (Pattenden. 2009 12)
The selected works I have discussed from the archive weave a narrative identity of
migratory stories from the personal to the political. The collages and artist books from
The Migration Series evoke migrant memories and displacement, using the idea of a
book and collage to suggest fragmented narratives. The Dividing Line series of ocean
paintings use nature and perspective as a metaphor for arrival and departure. The large
paintings act as a form of reference point to the more ambiguous references to
landings and crossings in the collage works. The series of linocut prints entitled
Shelter appropriate Theodore Gericault’s history painting The Raft of Medusa as a
historic reference point to the series Raft-the Drifting Border. The sculptural works
entitled Trackless Domain investigate the darker side of migration- seeking asylum
using boats, through sculpture and drawing. The video work titled The Corrugated
Sea uses new media as a tool for the social imagination. The installation Border
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Protection suggests borders are more than barriers, but operate to provide, safety and
security both to visitors and inhabitants.

Driven by a practice based in painting, Copland has moved with a
wet brush onto the surface of diverse forms of image making, an
approach that is itself, a form of border crossing. In many ways this
current exhibition examples the work of an artist researching the
power of image through many different forms and media, from
painting and drawing through to print making, sculpture, to digital
reproduction and video.

This diversity is funded by a restless

energy to find connections that link art and life, to literally cross
boundaries of arts practice towards a greater whole. (Pattenden
2009)

In the following Chapter the exhibition Transit will be investigated. Selected works
from this exhibition that arose from my experience, as an expatriate worker in the
United Arab Emirates during 2007-2008 will be analysed. The suite of paintings,
drawings, film and artist books that were developed and redeveloped over a period of
time continue my journey through art, migration and travel.
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Chapter 5
Transit (2007-2013)

Introduction

Art and travel mirrors the British explorers who in 1588, were advised to keep daily
visual diaries. The first major English essayist, Francis Bacon, in his essay Of Travel
wrote:
It is a strange thing, that in sea voyages, where there is nothing to be
seen but sky and sea, men should make diaries, but in land travel
wherein so much to be observed, for the most part they omit; as if
chance were fitter to be registered than observation: let diaries,
therefore, be brought in use. (Bacon. 1625. 54)

In 1663 France recognised the benefits of foreign travel for artists by introducing the
Prix de Rome, a travelling scholarship for visual artists to work in Rome studios. In
the twenty first century artists migrate around the world, using the internet to seek
artist residencies and exposure and experiences to a variety of opportunities that have
become a way of connecting with new locations and vital influences. Writer and
theorist Homi K. Bhabha suggests travelling to new locations and making artworks is
relocating into a “position to narrativize”. Bhabha understands that by placing oneself
in a responsive way one becomes aware of the anxieties, dangers and, “moments of
wonder” in a new time and space (Bhabha. 80-84; 1995).

I have discussed how a variety of visual artists have interpreted the subjective and
symbolic aspects of new environments. Movement to another culture raises questions
such as, how does an artist interpret this new cultural reality? Writer Albert Camus
says that when one travels, the inner structure of one’s being breaks apart. An artist in
transit reinterprets the “newness” of a place, seeking refuge in the familiar living
“completely on the surface of ourselves” (Camus.19: 23) Living, as Camus suggests
on the surface raises questions of how an artist responds visually, when living out of
context, surrounded by new and culturally exotic imagery.
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What can one understand of this new territory as an outsider who seeks to dissolve
and narrate a cross-cultural dialogue? Art theorist Irit Rogoff suggests:

As a culturally displaced person I move between all of these cultures and
languages and inhabit positions within all of their political discourses. My
displacement being neither tragic nor disadvantaged, but rather the
product of restless curiosity, I have an obligation to write all these
problematic issues across one another and to see whether they yield
insights beyond their specific cultural and political location. (Mirzoeff.
35)

Scholar Edward Said suggests that expatriates may share in the solitude and
estrangement of exile, but they do not suffer under its rigid proscriptions. (Said.181).
For Said, the expatriate can return and in his/her mind, the exotic and different
cultural aspects are temporary.

Background

In 2007 I accepted a position as Assistant Professor of Painting at the University of
Sharjah, United Arab Emirates. My previous experience in the Middle East included
exhibitions and lectures in Lebanon in 1999 and 2004. During these trips the project
lasted no more than two weeks, and in that time I was introduced to some aspects of
the historic background of the Middle East, broadening my understanding of the
region. Working for a period of two years as a resident of the UAE presented me with
an opportunity, as Bhabha suggests, to narrativize in a new space. The Persian Gulf at
the time was undergoing unprecedented cultural development, and this gave me the
opportunity to work with a culturally diverse art faculty and student base, including
students from Pakistan, Iran, Lebanon, Saudi Arabia, Jordan, USA, South America,
Qatar, Syria and the United Arab Emirates. The University of Sharjah (Fig 60) was
the first College to offer a Fine Arts degree in the United Arab Emirates.

101

64. College of Fine Arts, University of Sharjah, University City, UAE, 2007

65. University of Sharjah. College of Fine Arts, United Arab Emirates, 2007

The exhibition Transit was conceived in the Gulf and brought together the works of
two Australian artist couples living and working in the United Arab Emirates. Transit
was shown initially at Virginia Commonwealth University Gallery, Doha, Qatar (Fig
66) in 2009. Gallery director and Assistant Professor in Art History Dr Jochen Sokoly
wrote in the catalogue introduction:

Transit: a state of flux, motion, uncertainty—of being between
places, times, life events—a passage from one to the other. As
humans we are in constant transit. Our lives are a great journey,
from beginning to end, ever changing, ever transforming—
unwillingly. We are migrants by nature, changing appearance,
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thought, experiences, and attachments—wondering from one age to
the next. (Sokoly. 2009: 6)

Sokoly has lived and worked in the Gulf and understands that the dynamic shifts in
the region, economically, socially and environmentally, have impacted significantly
on visitors and the indigenous population. He suggests that as the landscape, social
values and traditions are being lost, “individuals are faced with a degree of cultural
alienation”. He also sees that the “task of artists as chroniclers of the world, is to tell
an individual story”, is encourage audiences to discuss, reflect and have
conversations, to engage in cultural discourses which connect one another. (Sokoly.
2009: 7)

The

artist-partnership

relationship

aspect

of

the

exhibition

demonstrates

commonalities, such as notions of homeland and material utopias, in response to a
sense of identity and space. The individual approach by each artist is unified by the
ability of the works to be portable, re-made, and re-assembled where the narrative
expands and develops. Curator and exhibiting artist Meredith Brice wrote:

Meredith Brice's interest lies within the areas of science and technology,
specifically nanotechnology and the creation of smart or so-called
"intelligent textiles". Karee S. Dahl is interested in the material
relationships between an installation practice within the context of
textiles. Stephen Copland's works paint a poetic response to the migrant
experience and a transcultural identity. Colin S. Reaney interprets the
transitory life through sculptural forms that reference the movement of the
human condition, addressing such concepts as portability, intransience,
accountability and property. (Brice. 2009)
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66. Virginia Commonwealth University Gallery, Doha, 2009

67. The Art Gallery, Nanyang Technological University, 2010

The exhibition spaces at each location allowed for new adaptations of the work and
the installation, involving artistic collaborations to further enrich the concept of
transit. (Fig 68 & 69)

68. Karee Dahl, Colin Reaney and Stephen Copland ,VCG, Doha 69. Meredith Brice, Colin Reaney NUG, Singapore, 2011
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Transcultural Wandering

70. Transcultural Wandering -installation of paintings, 360 cm x 196 cm

My personal contribution to being resident in “a landscape of displacement” is a
series of sketchbooks, photography, paintings, film and a painted book installation
that investigate the poetic and phenonological aspects of living in the Persian Gulf. I
was interested in creating new understandings of place, and to map a “lived”
experience that could narrate a new geography of time and space. The concepts and
artworks that I produced living in transit were to act as a conduit to understanding and
integration, using “flexible reflections, which find a way between these intense
activities.” (Canclini. 1999:189)

Sketchbooks and diaries have formed an integral part of my archive and working
methods for several decades. In 2007 I sat in my studio looking out at the desert
landscape and wrote: what can an artist/educator offer in transit to a new cultural and
educational environment? What does one really see as a visitor? How does one avoid
colonial attitudes to the new environment? I will answer these questions by
interpreting two artworks produced during and after the experience of living in the
Gulf region.

The installation Transcultural Wandering (Fig 70) was developed over a period of
time beginning in the Gulf in 2007-08, and redeveloped for exhibitions at Virginia
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Commonwealth Gallery Doha Qatar (2009), Art Gallery Nanyang Technological
University, Singapore (2010) and finally at Macquarie University Art Gallery Sydney
Australia in 2013. I will begin with a background to the development of the
installation as part of this doctoral thesis.

While living in the Gulf I was interested in continuing a poetic response to the
migratory patterns of transit by as using materials from the region. The first work I
made was a small painting titled Rug (Fig 71), in which I used the very fine sand
which surrounded our villa on the edge of the desert, mixed with acrylic paint and
binding medium. I worked intuitively with the material, and what emerged was a
reference to the first purchase for our villa, a Persian rug bought in our first week in
the Gulf.

71. Rug, 2007, oil paint and sand on canvas, 32 cm x 20 cm Detail

The aesthetic aspects of surface of the painting led me to consider making artist books
to mirror the approach I had used in The Migration Series and described in Chapter 4.
I began work on a variety of approaches that included painting and sculptural works.
The first development in the studio was a set of constructed books using canvas and
ply, experimenting with a combination of the desert sand and paint. The idea of three
books allowed me more scope for developing symbolic notions of narration, stories
and intimate sightings.
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72. Studio, Villa Al Bayrouni, University City Sharjah 2007

The Gulf had opened up a wider geographical experience for me and my aim was to
create new kinds of understandings about place, traversing geographies, time and
space to visually ‘map’ and narrate, describe contexts and record moments, unfolding
them to the viewer like a screen of memory, a story board, or sequential narrative. In
conjunction with the artist’s books I began work on a series of miniature paintings.
(Fig 73) Like ‘sight’ or site fragments, overheard conversations or diarized visual
excerpts, the work visually narrates observations from a visitor, an artist in transit.

73. Miniature paintings, oil on canvas on board, 2007-08, Sharjah, UAE

In the exhibition in 2007 in Doha I exhibited the miniature paintings in a shape of the
Persian Gulf, and the sculptural artist’s books in a cabinet. (Fig 74 & 75)

107

74. Map, 2009, VCG Doha, Qatar.

75. Artist books, 2009, VCG Doha, Qatar

The exhibition in Doha led me to consider developing the concept of combining the
canvas books on a shelf with the small miniature paintings emerging from the open
book. The combination would speak of travel and sight over a period of time,
fragments of sight where each location becomes a small canvas. These fragments
collected and memorised become autobiographic, a personal visual diary. A narrative
identity is created with fragments of a journey drifting out from an open book. These
miniatures of time, memory and place would form a travel diary that can change, be
added too or subtracted from, developed and redeveloped, like identity and
experience.

Writer John Berger discusses how:
…one uses the visual faculty (which happens to be dominated by visual
media such as television, news photography and commercial film, all of
them fundamentally immediate, ”objective” and historical) to restore the
non-sequential energy of lived historic memory and subjectivity as
fundamental components of meaning in representation. (Said.1983: 153)
Berger’s concept of the “energy of a lived experience” became crucial to my approach
in the making of artworks in transit. The portability of the work and the flexibility of
the installation space allow for temporality, a work in transit, like stamps in a
passport. The ambiguity of the shape of the installation suggests a jigsaw puzzle of
sights, moments of observation connecting via color, shape and structure.
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76. Detail, Transcultural Wandering

The book painting and shelf is 23 centimetres high by 17 centimetres deep, a size that
could be an actual book opened on a shelf (Fig 76). Facing the book to the wall
allowed me to create a shaped space for the miniature imagery to develop. The shelf
and the book shape have abstract covers with a paint surface, giving the impression of
a detail of a larger work. Working with miniatures presented an ideal formal process,
whereby the realization of a fragment and image of a “place’ was able to be created in
any sized studio required small palettes and was easy to transport. Bachelard suggests
miniatures are created by distance, whereby our sight focuses on objects and things at
the horizon, selecting details as “nests of solitude” whereby dreams commence.
(Bachelard.1994: 172)

77. Detail, Installation, Nanyang University Singapore
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The miniatures (dreaming) allowed me the flexibility to integrate past and future
journeys and images making the work adjustable and ongoing. Whenever I installed
the work I could work intuitively, placing images at random, such as a street in
Sharjah next to an Oman marketplace, or Dubai skyscrapers above a mosque from
Qatar next to ambiguous abstract details. Some fragments were abstract as if the eye
had not caught the action blurring the image of figures and architecture suggestive of
movement.

78. Detail Transcultural Wandering, 2007-2009, installation of paintings, 360 cm x 196 cm

To reference the painter in transit I included a brush from the studio mounted on a
collaged letter in Arabic. (Fig 78)

The title of the installation Transcultural Wandering was influenced by Russian critic
Mikhail Epstein (2008) who sees the present era that began with the collapse of the
Berlin wall in 1989 as a beginning of something new. Epstein believes we are in an
era where the “post” paradigm is over and suggests the use of “trans” signals a type of
lyricalism. Fernando Ortiz (Ortiz 1940) working from the periphery in Cuba saw a
collision of identities from the mixture of inherited nationalities. He coined the phrase
Afro-Cuban and saw three processes, cultural acquiring (acculturation) partial cultural
loss (deculturalisation) and new cultural phenomena (neo-culturation).
Ortiz wrote:
I am of the opinion that the word transculturation better expresses
the different phases of the process of transition from one culture to
another, because this does not consist merely in acquiring another
culture, which is what the English word acculturation really
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implies, but the process also necessarily involves the loss and
uprooting of a previous culture, which could be defined as
deculturation. In addition it carries the idea of the consequent
creation of new cultural phenomena, which could be called
neoculturation (1947. Ortiz 102-3)

Epstein sees the concept for transculture as a way of ridding oneself of prejudices,
idols, and fashion and nationhood. When I was making art in a foreign country, the
notion of a transcultural attitude became a way of explaining art practices that were
not only autonomous but also operated from a universal potential, stateless and with
fluid boundaries of action and place. Art creates experience and this experience is a
“third space” that is neither self nor other, but, as Homi Bhabha (1995) puts it,
“something else besides”. As we progress into the twenty first-century “there are no
“others,” as Gomez-Penna (1996 326) suggests, there are only those who resist the
cross-cultural dialogue and changes in front of themselves. Transcultural is an
embrace of the other.
…difference should not form the basis for an excluded ‘otherness’
by dint of which we form our own self-identity. Instead, difference
should allow us to “embrace otherness, by occupying the standpoint
of different cultures. (Epstein. 306)
The notion of the transcultural represents an identity through an art practice of
mobility and a translation of images and observations. I have already discussed in that
mobility without meaning is simply movement, point-to-point consumption, whereas
to give this personal artistic movement a symbolic framework, sowing seeds of
commonality with art allows art to become less framed within it and become part of
the world. To become an art practice representing human movement as a
commonality, a renegotiation of colonisation through art, a transculturation of
diasporic images and stories. The installation provided a way of intepreting an
identity in transit, constructing and reconstructing a narrative identity through
symbolic and subjective observations and emotions over a period of time.
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79. Transcultural Wandering, 2007-2009, (detail) Doha, 5 cm x 6 cm

80. Transcultural Wandering, 2007-2009, (detail) Paris, 8 cm x 5 cm
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Ashara: Jassim and the Al Fava Café

81. Jassim Al Awashi and Stephen Copland, Al Faya Café, 2007, photo Meredith Brice

A colleague at the University, Professor Jassim Al Awashi, a UAE
artist drove Meredith Brice, Australian artist / curator and myself
into the desert outskirts of Dubai. Since arriving in the UAE This
was my first encounter with the "interior" landscape. Jassim was
keen to show us his beloved area in the desert where 40 years ago a
cafe and petrol stop had thrived- Al Faya Cafe- a well-known
stopover for travellers from the east coast to the west coast of the
United Arab Emirates. (Persian Gulf Diary, Stephen Copland 2007)

A suite of ten paintings entitled Ashara: Jassim and the Al Faya Cafe (Figs. 85-89)
developed from the three-hour journey to the desert. I sought to develop new symbols
to portray the nexus between identity and art in transit. This also required renewing
myself by seeing the desert as a stranger on a new stage—a moment in time absorbed
into the timelessness of the desert landscape. Desert in English means to abandon a
place, whereas the Arabic word ashara means to enter the desert. This was my first
trip into the desert since arriving in the Gulf. The desert landscape appeared new to
me, every texture, every twist in the road was fresh and foreign. The return journey
took three hours as our stay was interrupted by a sand storm.
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82. Sketchbook, Jassim, pencil, 2007

Jassim was keen to show us the abandoned Al Faya Café, petrol station and clinic
where he planned to have an exhibition of student photography works and, “let
everyone see this beautiful lost treasure in the middle of the desert.”

83. Sketchbook, Jassim, charcoal, 2007

Return from the trip I surveyed the photographs I had taken and was interested by the
filmic quality. The images were a narrative of two people, a man (Jassim) and a
woman (Meredith) surveying, wandering and observing. I was reminded of filmmaker
Wim Wenders film entitled Paris Texas (1984) where the main character Travis
wanders into the desert not knowing who he is. The film is about a journey through
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the desert and the ambiguity and questions that arise by limited dialogue and the great
desert expanses dominating the film.
The desert is a place to visit to lose your identity and become anonymous:
…the desert as a real place, experienced not in a dream but as a
harsh actuality to be entered into and which gives rise to literature,
art, and a deep sense of the sacred. (Jasper. 2004)
Before leaving Australia to work in the Persian Gulf I read Theologian David Jasper’s
book, The Sacred Desert. Jasper looks at the deeper meaning of the desert by
investigating interpretations by poets, theologians, historians, writers, artists and
filmmakers. Using this interdisciplinary lens connections are made with beginnings
and endings, from which a contemporary view of the desert emerges. The idea of
wandering in the desert becomes a metaphor for the human condition. “What is the
truth?”

Jasper is particularly interested in video artist Bill Viola, whose installations are
inspired and provoked by deserts, interior and exterior. (Jasper.110) Viola captures
the fertility of the desert for the human spirit and the desolations of the desert of the
modern cityscape.” (Jasper. xi: 2004) Viola in his collaborative project, Deserts with
music by Edward Varese (116) wrote:

Standing in the vastness, two things happen. Firstly you feel
insignificant- a tiny black speck on the surface of the earth that can
be wiped off at any instant. But secondly, a part of you travels out
along with that line of sight extending for 50 miles or more and
becomes part of that landscape, perception as touching, as contact,
becoming a perception. (Jasper.116)

Viola places the experience of the desert within perception and sight. My personal
experience of living in a desert region like the Gulf was the constant moving between
perception of the desert juxtaposed with the sight of modern technology of
skyscrapers and man made habitat. The view from my studio at the Villa Al Bayrouni
(Fig 84) spoke of this:
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84. View from my studio. University City, Sharjah, 2007

The photographs from my three-hour journey recorded a memory and my decision to
use painting as a medium to reinterpret the experience was for reasons similarly by
James Elkin’s suggests in his book What Painting is? He writes because “paint incites
motions, or the thought of motions, and through them it implies emotions and other
wordless experiences” (Elkins. 2000:93) Paint allowed me the possibility of creating a
filmic look to the imagery, setting up a narrative sequence of small canvases. The
physical appearance of paint assisted in making the story at once tactile, present,
ambiguous and mysterious. Each image provided the viewer with a storyboard of
questions. What are the people doing? Why are they in the desert at this ruin? What
are they looking at and why?

85. Installation view, Virginia Commonwealth Gallery, Doha, Qatar, 2009
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86. Jassim and the Al Fava Café, 2007, Suite of ten paintings

87. Jassim and the Al Fava Café, 2007, Suite of ten paintings
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88. Jassim and the Al Fava Café, 2007, Suite of ten paintings

89. Jassim and the Al Fava Café, 2007, Suite of ten paintings

After completion of the works I emailed the images to Professor David Jasper,
seeking his comments. At the time Jasper was in the desert in China and on return
kindly replied:

I am deeply moved by the works. What they suggest to me are the
paradoxes and oppositions of the desert-how the landscape absorbs
the contemporary and the ephemeral into its timelessness, and how,
ultimately, nothing in the desert lasts- that is the ancient observation
made in Herodotus and elsewhere…
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One of the things that fascinates me about early “western” images of
the Middle Eastern deserts is the way in which they construct what
they see in terms (often) of biblical or Romantic prefigurements.
Your work does not do this- it seems to see as if from the
indigenous perspective. Are we growing up at last, perhaps?

Professor Jasper saw in the work an attempt to position the works beyond local
boundaries and set out from a de-colonising sight, avoiding a post-colonial reading of
sites (Mignolo/Tlostanova, 2006, 205; Grosfoguel and Cervantes-Rogriguez 2002). I
was pleased that Professor Jasper understood my attempts for a “renegotiation of
colonisation through art, a transculturation of diasporic images and stories”

After the desert journey Jassim visited my studio in Sharjah. He presented me with a
memento. A pair of desert thongs made and used in the desert regions. A deeply
spiritual man, Jassim loved the desert and knew that his landscpae was rapidly
changing. He explained that when we enter the desert we “tread gently”. I decide to
create an image that spoke of the memory of that discussion. Using collage I created
an image of a house, a symbol of home and painted certain parts with glue. Sprinkling
sand over the image and shaking the excess off created a cloud of sand above the
house, making the habitat transitory, blowing in the wind. Using a digital camera I
documented desert thongs with the house and entitled the work, “Tread Gently” (Fig
90).
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90. Tread Gently, 2011, Digital print on German etch paper, 150 cm x 85 cm

The opening speech from James Goodsell, First Secretary (Immigration), Principal
Migration Officer, Australian High Commission, Singapore expressed the importance
of cultural exchange and interpretation of migratory patterns of living in global world.
Transit official opening –Nanyang Art Gallery Singapore 6
October 2010

It is my pleasure to be here at the National Institute of Education and
it gives me great pleasure to launch the ‘Transit’ exhibition. I
congratulate the four artists – Meredith Brice, Stephen Copland,
Karee Dahl and Colin Reaney, on this fine exhibition of thoughtprovoking works.

This exhibition is a fine example of the benefits of international
exchanges in the arts and culture, particularly when they are
conducted through educational institutions.
It is significant that the artists chose to focus on the theme of ‘Transit’
for this exhibition. I understand that their works were inspired by
their time in the United Arab Emirates, and in particular the rise in
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migration resulting in an influx of cultures and faces from all over the
world. I was also pleased to be able to launch this exhibition
personally due to the connection I have to the theme. As the Head of
Immigration at the Australian High Commission my role is to manage
the movement of people to Australia and as a diplomat I have been
called upon to move around Australia and the world to perform my
role.

As Dr Sokoly has mentioned, the exhibition was first shown in Qatar,
before it’s staging here in Singapore. At the end of its stint here, it
will be shown at the Macquarie University in Sydney, Australia. Both
Singapore and Australia are no strangers to the impact of migration.
As many of you here can attest, multiculturalism is central to
Singapore’s national identity. The vibrant mix of languages and
cultures here has no doubt contributed to Singapore’s well-earned
status as a first-rate economy and place to live. Australia is just as
proud of its status as one of the most multi-cultural, multi-lingual
societies in the Asia Pacific. 1 in 4 Australians were born overseas,
and we have welcomed new residents from over 200 countries.

In 2009 alone, Australia welcomed more than 170,000 new migrants
to its shores. So while ‘Transit’ was conceived in the Middle East, its
inspirations can certainly be found in countries all over the world,
which have opened their doors to the international community.

I am pleased to note that cultural exchanges such as these have
inspired such wonderful works through the sharing of ideas and
experiences. These tie-ups and collaborations are a heartening
indication of the great things that can be accomplished when nations
work together.

Once again I congratulate the artists, and thank VCU Qatar and NIE
for their roles in facilitating the exhibition. Thank you very much for
your presence here this evening, and enjoy the reception.
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Chapter 6

The Cité Journal
Moya Dyring Atelier, Cité Internationale des Arts, Paris.
3rd November- 27th December 2011

91. Cite Internationale Des Arts, Paris, France

Background

In 2010 I was awarded the AGNSW Moya Dyring Studio, Cité Internationale Des
Arts, Paris (Fig 91) for November and December 2011. My aim in Paris was to revisit
the painting, The Raft of Medusa (1818-1819) by Theodore Géricault in the Louvre
and create a series of drawings for an animation DVD video working from the
original painting. I discussed earlier the concept of the physical experience of objects
and places was important to me and working from the original would give the work a
site-specific authenticity. Before coming to Paris I discovered that visual
methodologies into migration were the subject of extensive research in FQS Forum
Quantitative Research (FOMACS). This collaborative public media project producing
film, photographic, digital story telling, radio, animation and print stories opened in
2007, aiming to ”amplify voices and personal stories previously sensationalised or
marginalised in dominant media representations of immigration.” (FOMACS 2007) I
saw a direct link to my doctoral work in visualising themes of migration to the aims of
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FOMACS. This led me to contact Susan Ball from Universite Paris 8 (www.univparis8.fr/en/) who had produced a paper for the research forum titled “Visualising
Migration and Social Division”. Susan indicated that Professor Barbara Villez who
heads a research group there had seen my work and Barbara invited me to present my
research as part of the JILC (www.jilc.fr) annual seminar series at the University.
They believed my research "could make a valuable contribution" to the seminar
series in 2011.

The award of the Cité residency and the interest shown by scholars in France in my
research led me to consider creating an animation project that would be an integral
part of the creative component of my thesis. In this chapter I will focus on the use of a
diary and sketchbooks revealing the process behind the artwork created.
In Chapter 4 I discussed the importance of Gericault’s painting on the series begun in
2004 called Raft-the Drifting Border. The ambitious political painting that Gericault
created in a studio in the then radical Parisian suburb of Rue de Martyrs became for
me a universal shadow, a historical reference to the asylum seekers issue in Australia
and similar historical developments regarding the reaction to migration globally in the
20th and 21st century.

Art Historian T. J Clark in The Sight of Death: An Experiment in Art Writing (2010)
using a journal-format, a diary to write about a piece of art. Clark responds to the two
paintings by Claude Poussin, Landscape With a Man Killed by a Snake and
Landscape With a Calm. These two paintings hang facing each other at the Getty
Research Institute in Los Angeles and ask questions such as, why do we return to
certain pictures time and again? Has the image changed over this time? As a painter
returning to the Louvre to see the Medusa 15 years later, I decided to take Clark’s
lead in reference to the experience of reviewing art personally, shedding myself of
theories and histories and interpreting the work through the prism of present day
image politics. As an artist, rather than a historian, I had trained my eye in the
movement of paint over a surface to create forms that speak of the world we inhabit.
Painting and sculpture have been my language, so what did my painter’s eye see the
third time?
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Seeing The Raft of Medusa in person again after years of working with the
reproduction was to finalise my relationship with the image, complete the circle so to
speak. By confronting the real image, I asked myself what can I take from it that I
couldn’t from reproductions or the two previous visits to the Louvre in 1976 and
1995? What had changed in the world and me since I last looked at this work? I was
aware that, on his deathbed Gericault’s said of his ambitious painting: "Bah! Une
vignette!" (Miles. 2007) Gericault seemed to be not satisfied and wanted more.
Despite his dismissal of the masterpiece his image has inspired artists, political
activists and the millions who flock to the Louvre wearing audio guides to hear of this
story of human politics.

92. The Louvre, Paris, 2011, photo M. Brice

My intention was to visit the Raft of Medusa and sit, observing the work in context,
noting my thoughts, and sketching ideas for the animation. I looked at the original
again as an older artist recording the authentic confrontation with the object in a real
space with real people, in comparison with the “default” space of a reproduction.
(Elkins. 2007) It is important to note that I planned to observe the painting as a
painter. I believe this is important. To see the painting through the prism of an
imagining of the doing, the making and all the processes such as scale, paint surface
marks, the alchemy, the colour and the actual scale of the work. As James Elkins says
in What Painting Is, “Paint is water and stone, and it is also liquid thought”
(Elkins.1998: 5)
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Written and visual extracts from the Cite diary

93. Studio, Paris, 2011, photo M. Brice

Diary: “This is the third time I have been to Paris. The first time was in 1976 I was 26
years old, a graduate from the National Art School (1969-1972) and it was my first
trip to Europe. In 1995 I returned as a 45 years old artist and now I cast my 61year old
eyes upon Gericault’s “The Raft Of the Medusa” again.

Standing and looking up at this work in 2011 (Fig 92), I have a more in depth
knowledge about the image and its universality, its social role and how the image
lives today as a reminder of our need for a humanitarian existence one hundred and
ninety two years later. Historian Jules Michelet said of Gericault’s work in 1848, “all
mankind is on the “The Raft of the Medusa” and suggested the work symbolized at
the time, “the shipwreck of France” in its policy toward Africans. (Alhadeff. 2002)
Jules Michelet wrote in 1846 in The People that each citizen “learns to recognize his
country…as a note in the grand concert: through it he himself participates and loves
the world” (McKay. Hill. Buckler. 1995:766). The love of a free nation and individual
liberty overlapped in the nineteenth century despite the pitfalls of nationalism. One
can see reference points in this century, in words such as “worldliness” and the term
“transcultural” discussed in Chapter 5.
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Animation
Diary, 2011, Paris: “It is 11.10 as I walk amidst the crowds that sit, photograph or
glance at the enormous The Raft of the Medusa (16 x 24 feet). A teacher with young
primary students talks expressively in French while all the students sit attentively. The
scale of the people in relationship to the painting interests me as I think as a painter
and the actual painting of this work. The crowds seem endless. After 20 minutes a gap
appears in the crowd and I seem to be alone with this huge, ambitious, political action
painting that has occupied my mind for so long.
The painting appears darker than the last time I saw it in 1995. I notice the wave
behind the raft, a makeshift and improvised pile of rough-hewn planks, barrels and
ropes. The bitumen applied behind the figures seems to be bubbling, as the vent on
the floor behind my feet gives the bitumen sound. The drips on the bottom log seem
wonderfully animated, even the rope has a nice tension. At eye level, I can only see
the wrapped feet of the dead son held poignantly by his father, the hand hanging limp
over the beam of timber in the centre over the gold name plate. On the right hand side
of the plate, I see a cloth covering the corpse of a dead man.”

94. Sketches from the diary, 2011, Paris

Gericault’s use of bitumen in the painting led to a discoloured and wrinkled surface,
which in turn led the Louvre to commissioning two French artists, Pierre-Desire
Guillemet and Etienne-Antoine-Eugene Ronjat to make a copy of the original (185960). This copy is in the Musèe Picardie, Amiens.
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The crowds in the Louvre increase as I count 19 figures in the composition, knowing
that 146 men and one woman were on this rudderless, sinking platform. I am also
aware that this platform had no compass, anchors and no oars when on the second
day, a mutiny by members of the African battalion left 60 dead. On the third day,
some ate human flesh to appease their hunger. I try to ignore these factors and look at
the painting solution Gericault crafted. In looking at his depiction, I felt I needed a
ladder to look closer at the main figure, perhaps the black sailor Jean Charles, whose
muscular body was hoisted to the centre of the composition to wave tied
handkerchiefs after sighting a rescue brig called “the Argus”. Fifteen men were
rescued. (Cite Diary)
Clark in describing a Poussin painting, suggests the difficulty of writing about a
painting,
… why some visual configurations are harder to put into words than
others. And about whether there is an ethical, or even political, point
to that elusiveness. (Clark. 2011:184)
Clark goes on to say that resistance may be a better word.
“While standing in front of the Raft of Medusa I kept imagining, if I
had been involved in the painting, how would I have approached
such a scale? This was not an abstract painting by an artist such as
Morris Louis, where it is easier to see how the painting is achieved,
or even a large Duffy mural or the Monet “Waterlillies”. I can see
how these works were achieved. Gericault seemed to have a pair of
wings to move back and forth, as he modelled the paint to achieve
solid form. The other figure that interests me is Correard, who
thrusts his arms out to indicate the Argus, while turning to his
colleague Savigny. I make some sketches until the crowds force me
to take leave.” (Extract from the diary, December 1, 2011 Louvre,
Paris)
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95. The Louvre, 2011

A small sketch of a concept can give an insight into the artist’s thinking and working
processes. In a small oil sketch by Géricault (Fig. 95) I notice the addition of extra
figures on the right and left of the construction to enclose and shape the composition.
Gericault worked on a variety of sketches and preliminary paintings to tell the story of
the 1816 shipwreck. The visual thinking behind this small sketch demonstrates how
the creative imagination constructs a perfect image of a political event by research.
Everything in the work is tuned up to perfect expression. By ignoring other stories of
the event, such as the cannibalism, or the mutiny on the second day, Gericault creates
a more universal image, the moment when a survivor first saw on the horizon, the
rescue ship Argus.

Why is this image so relevant today? Because this is not an image of a shipwreck; it is
an image of a moment of being saved. Perhaps the historian Jules Michelet would
have called it “the Raft of mankind”? Within the bodies are a history, a before, what
happened and a why. The image asks questions. It is also an iconic symbol for all
humans who want saving and are floating in fragile situations. I think of the Cubans
attempting to get to Miami, the asylum seekers coming to Australia from Sri Lanka,
and the scenes repeated on TV from the earthquakes in Japan and New Zealand, and
the hurricanes leaving people clinging to debris, waving from rooftops of houses.
Like Munch’s The Scream, Gericault’s image is our human cry to be saved from what
went on in the raft and before. The creative imagination of Gericault tells us both time
frames in one image, a present and a past with a narrative that is now universal.”
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The artist studio

The Moya Dyring studio was a small space on the third floor; there is a desk, a
bookshelf, two lights and one large white hardboard wall for artworks. Five long
windows with wonderful views to a former palace now used for a law school, a view
of the Jardin and on the other side, the Forney Biblioteque. I had brought to the
residency A3 copies of digital images I had made in Australia that related to the Raft
series. These included images of the raft and adjusted and manipulated references to
Gericault’s painting. During the first few days I bought a nice cutting blade and
collected paper, wrapping, brochures, posters and invitation cards. I decided to cut
stencils in the shape of The Raft of Medusa from the invitation cards and brochures.
This ambiguity and authenticity of materials were important to the animation.

From this material I created a series of cut-out images, experimenting with the shape
of the raft that would shift to a map to map then to a boat, a statue, then to a Parisian
horizon and so on. These stencils allowed for an animation technique where the
movement was primarily a shift in image, as compared to the shape. (Fig 96)

96. Paris studio, 2011

The left over positive of the stencil also allowed for possibilities. After a few weeks I
wrote in my diary: “ I am beginning to see the streets of Paris as shape, silhouettes of
the people against the bridges, figures, buildings, in shop windows, interiors, I see
shadows

and

silhouettes

everywhere,

the

skyline,

the

statues,

the

people…everywhere” (Cite journal 2011)
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97. Cut outs, Paris studio, 2011

During the last weeks of my residency I looked at the studio wall and considered that,
in a few weeks, another artist would fill the wall with their work. As an artist travels
away from the studio he or she leaves behind their language, habits and culture but
also the studio and its contents. My studio in Australia would soon have a suitcase of
the contents from the Paris studio. A few years before coming to Paris I made some
sketches in my diary referencing Goya’s famous etching, The Sleep of Reason
Produces Monsters (1799) (Fig. 98)

98. Sketchbook, Paris, 2009
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Goya’s self-portrait is one of eighty prints entitled, Los Caprichos (caprices, or
follies) critical of contemporary Spanish society. Goya advertised the works in Diario
de Madrid and wrote:
…from the multitude of follies and blunders common in every civil
society, as well as from the vulgar prejudices and lies authorized by
custom, ignorance or interest, those that he has thought most suitable
matter for ridicule.(Schaefer)
The Sleep of Reason Produces Monsters reflected Gericault’s The Raft of Medusa in
its universality and timeless quality. Both works maintain a dialogue with society and
its “multitude of follies and blunders” and the social role of art in commenting on this.
I had written in my diary:
The triumph of light… Francisco de Goya’s final plate for Los
Caprichos, The Sleep of Reason Produces Monsters (1799) The
Spanish word “el sueno” means dream or sleep. Goya is either
dreaming or sleeping; if he is sleeping then some evil will be there
when he awakes. If he is dreaming he will awake from the dream and
the bats and owls will not be there. Imagination rules with reason.
Expression without a social conscience is folly. (Diary)

This ambiguity fascinates me and the following drawings of the studio evolved. (Fig.
99)
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99. Sketchbooks, 2007-2008
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Sketchbooks, 2007-2008
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Sketchbooks, 2007-2008
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Sketchbooks, 2007-2008
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Sketchbooks, 2007-2008

While studying the drawings based on Goya’s image I asked myself, why not create a
large drawing based on the sketches of the artist’s studio and animate the contents?
This would lead to an autobiographic work evoking and referencing my archive. In
the film The Corrugated Sea described in Chapter 4 I had used a combination of film
and sculpture. By activating a large drawing, I could combine the research from the
Louvre, the stencils and the raft sculptures with footage from the studio.

South African artist William Kentridge tells how film opened up possibilities where:
…it was possible to work without a program in advance, without
first having written a script—a sense that if you work
conscientiously and hard, and there is something inside you that is
of interest, you yourself will be the film and the film will always be
you. (Kentridge. 1994)

I decided to develop the sketches and cut outs into a more complex and ambitious
project, activating the artist’s studio drawing to tell stories of migration and evoke
memories through the objects in the studio. As writer Siri Hustvedt says,
remembering and imagining are powerfully connected and that “memory is rooted in
location”. (Hustvedt. 2012. 5)
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After completing the residency I returned to Australia and following Kentridge’s
concept worked intuitively, conscientiously and hard. I developed the sketches into a
large charcoal drawing like a Chinese scroll (Fig. 100). I used charcoal because of its
black velvet quality for the shadows and to achieve depth, to give the image deep
space.

100. Longitude-Latitude, 2012, Charcoal on arches paper, 206 cm x 101 cm

The symbolic aspects of the drawing included a globe representing migration, a large
painting referencing The Raft of Medusa, and the large Dividing Line painting flooded
with dramatic light. I began with footage of myself in the studio opening up the
drawing onto the studio wall, like a scroll, and walking around the studio. I selected
certain symbolic areas in the drawing such as the globe, the figures on the raft, the cat,
the bat, the artist and the ocean image to animate. I began by combining drawings in
ink and charcoal and experimented with focal points, film speed and sound. The large
charcoal drawing revealed some complex narratives and I discovered, as I developed
each version of the animation, that I had endless possibilities. I wrote in my diary:

The artist is tired or asleep at the desk. He is surrounded by his
paintings about migration One is a large painting, a remake of
Theodore Gericault’s painting, The Raft of the Medusa; a cat stands in
the shadows. Above in the darkness hover bats or owls, referencing
Francisco de Goya’s final plate for Los Caprichos, The Sleep of
Reason Produces Monsters (1799). On the desk next to the artist is a
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globe. What dreams occupy the artist? The image raises a question: Is
the artist tired or depressed by social issues and doubt? The large
painting of the ocean and sky unite with global images, and the artist
loves the world. As a romantic artist he wants to play a part in
changing the world, so art can speak and heal. Goya said of his work:
“Imagination, deserted by reason, begets impossible monsters. United
with reason, she is the mother of all arts, and the source of their
wonders”. (Studio diary 2012)
There are various debates about the meaning of Goya’s work, but perhaps the artist is
suggesting that rational thought and reflection are valuable to an artist. This leads then
to correcting and adjusting previously held thoughts, beliefs and the direction of their
art. That studio became, for me, a space of transformation and memory.
The drawing, stencils and memories of early sketchbooks that developed in the Paris
studio became transformed in Australia into the DVD video Longitude –Latitude. The
film assembles the archive of migration into a site of the imagination, the site of
making, thereby reflecting the migratory themes of an artist that goes beyond the
studio, the place of creation. Using animation and film to narrate an artist’s
imagination became a form of visual geography of intuitive thoughts. Drawings that
map our thoughts and movements become like a diary, a diary of our lives at a point
in history.

The film opens with the artist rolling out a large drawing on the studio wall like a
Chinese scroll, but not revealing the full work. Historically, Chinese scrolls are not to
be seen on continuous show, and the format allows for a narrative or journey through
time and space. A strong light casts a shadow of the artist onto the drawing as the
screen cuts to a detail, the globe on the desk. The globe begins to move, twisting and
turning in dark black ink sketches and collaged pieces with a touch of colour. The
film cuts to another view of the artist at the desk, as the globe turns blue alive and
vibrating with movement like ocean currents. Then another cut to the globe where
longitude and latitude lines move and disappear in concert with figures on a raft, arms
waving, helping others. A map of Australia is suggested, as a globe within a globe
appears, morphing into the ocean and clouds. Cut again to the drawing as the camera
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moves across the surface from the head of the artist to the dark area behind a painting,
where the bat shape begins to move, flapping wings. This movement seems to form a
black head that then morphs into the cat that moves behind the Raft painting. There
follows a cut to a long view of a corrugated image on the beach in the shape of the
Raft of Medusa, then to a silvery grey sky where the stencils (created in Paris) move
and weave in explosion of colour and imagery, before cutting back to the drawing.

I created a new series of sketches of images over maps to transpose over the ocean
painting in the studio. The drawings were references from my personal travels and
from National Geographic magazines to emphasise and reinforce the idea of travel
and migration. (Fig 101)

101. A selection of the drawings used to activate the ocean painting.

102. Still from the video

I accelerate the images so they flash like strobe lighting over the image of the ocean
zooming in and out, finally cut to the actual studio where the images flicker over a
canvas. (Fig 102)
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102. Studio, Macmasters Beach

I make another cut back to the image on the ocean painting against a studio wall.
Watery ink drawings of a figure waving a shirt (created at the Louvre) move
frantically in conjunction with other bodies back and forth. A cut back to the large
drawing where suddenly, the artist stands up from his desk and spins the globe with
his hand moving out into the dark area. Cut to the beach where the artist constructs
and assembles an iron image on the beach. The iron image has an opening, a portal
that can be entered both ways, from the sea or the land. In the final image the artist
rolls the drawing up. (Studio diary, 2013)

The residency at the Moya Dyring studio in Paris allowed for the creation of an
animated film that combines the diversity of the archive and the layered themes of
migration and transitory journeys. The research has opened up a new process for the
evolution of further experimentations into an art interdisciplinary practice interpreting
migration and the role of the artist.
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Conclusion
The research began in 2010 when I was accepted into The Senior Artist Forum at the
University of Wollongong to “reflect on the existing body of work” and to “build on
substantial skills and experience.” During the course of the research I might have
focused on a single exhibition but decided that the importance of this research lies in a
sustained archive of interdisciplinary artworks ranging from drawing, collaged artist’s
books, printmaking, sculpture, animation, video and installation. The complexity and
diversity of the work on the subject of migration allowed me the opportunity to create
a multifaceted narrative of texts, artists and sources.

Elkin argues that cultures have their own stories or multifaceted narratives, and
individual artists have a private art history made up of fragments of seen and felt
influences. (Elkins. 2002) An example of this is sculptor Albert Giacometti, who had
deep conversations with philosopher Merleau-Ponty about the phenomenology of
perception and how philosophers can learn from artists such as Cezanne, Balzac or
Proust. The discovery of heritage objects from my family in 1990 changed my
concept about the role of art, as well as the role of audiences and spaces for artwork.
Migration is a complex subject with diverse elements such as tourism, heritage,
retirement, lifestyle and refugees. It offers a dynamic new area for artists to interpret
in collaboration with the social sciences.

This thesis, Migration as Art, raises questions and suggests various ways of
interpretation and different ways of seeing. The “as” in the title has both a practical
and a cognitive meaning. My aim has been to outline how visual artists contribute to
the “cognitive” aspect of the debate surrounding migration and how they use
interpretive, symbolic and subjective visual methods.
The starting point for the research was Papastergiadis’s argument that the
“turbulence” of migration at the beginning of the twenty-first century (Papastergiadis.
2000:39) requires an artistic sensibility to interpret the complexities of the migrant
experience.
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To position this argument I outlined Ravenstein’s laws and the consequence of
nineteenth century thought, where social scientists worked within their own
disciplines. By including art as part of the social scientists call for an interdisciplinary
approach, I associated artists with sociologists, political scientists, anthropolologists,
geographers, historians and demographers. The investigation of international artists
Sebastiao Salgado, Yin Xiuzheh and Mohini Chandra and Australian artists, Hossein
Valamanesh, Imant Tillers and Guan Wei allowed me to demonstrate how these
artists are creating images of migration successfully in a contemporary art world
where belonging, hybrid identities and displacement are at the forefront of scholarly
and artistic debate. (Enders-Bhatia.2010). Working with themes of history,
anthropology and geography artists are counteracting the media stereotype of
migrants by working with real people in real spaces, engaging audiences from art
biennials to public architectural spaces, virtual spaces and museums, drawing on the
social sciences to inform their practices.

The research into my personal archive describes selected works that developed from
the discovery of an immigrant’s diary, where a narrative identity emerged from a
variety of exhibition locations and diverse materials, converging to interpret three
forms of migration. The interdisciplinary aspects of the artworks reflect the diversity
of the migrant experience using collage, film, painting, drawing, sculpture,
printmaking and digital media. This diversity begins with a bronze sculpture entitled
Migrant Book leading to a series of collaged artist’s books, interpreting memories of
migratory journeys. I explain how large paintings of oceans reflect a psychology of
“here” and “there”, and then investigate sculptures revealing a darker side of
migration -asylum seekers on boats in the Timor Sea on the way to Australia.

I investigate the origins and development of the third series of works, the exhibition
transit. I analyse selected works that evolved in the Persian Gulf and developed over a
period of time, which identify the notion of living in a foreign country and how one
interprets a new and temporary environment. The term “transcultural” in relationship
to an installation of artist’s books and miniature paintings entitled Transcultural
Wanderings are investigated. The concept of an art practice that is not only
autonomous but of universal potential, stateless and with fluid boundaries of action
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and place is demonstrated as an important concept for the research.

Finally I outline the research at the award of the Moya Dyring studio in 2011 and the
creation of the DVD video Longitude-Latitude. Developing the concept of the artist
studio, by referencing Goya’s etching: The Sleep of Reason Produces Monsters
together with Gericault’s The Raft of Medusa, the DVD combines animation, film
footage, drawings and sculptures referencing the archive. Diaries and sketchbooks are
an integral part of the archive and are incorporated through the chapters.

The visual arts can develop from direct and personal interaction with people and
places resulting in a collection of visual data to interpret the symbolic and subjective
aspects of the societies visited. Mapping these concepts is a form of drawing thinking,
a type of visual geography of intuitive thoughts. Diagrams that map our thoughts and
movements become like a diary, a diary of our lives at a point in history. Visual charts
are a way of navigating personal schemata, a longitude and latitude of questions, a raft
of ideas, thoughts and connections.
The contribution of Longitude - Latitude (The Migration Series, Raft – the Drifting
Border and Transit) to Australian art history lies in the ability of the art to create a
socially relevant cultural production using an interdisciplinary sociological, aesthetic,
and political schemata within a system of representation, to raise a social and
transcultural discourse. The thesis is a sustained, intensive national and international
body of artwork that examines and “visualizes” the phenomenological and the
political aspects of migration in Australian art.
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Doctor of Creative Arts 2010-2013
Publications

2013
Transit 06 May – 29 June Macquarie University Art Gallery Sydney.

2013
Border

Protection

published

in

Placescape,

placemaking,

placemarking,

placedness …geography and cultural production. Coolabah, journal of the
Observatori: Centre d' Estudis Australians, the Australian Studies Centre, at the
Universitat de Barcelona.

2012
Guest artist for the Tri-annual magazine Human Rights Defender produced by the
UNSW.
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2011
Gosford City Photographic Prize “ The Corrugated Sea” a DVD Video

2011
Awarded the Moya Dyring Studio, Cité Internationale des Arts, Paris for November
and December.

2011
Invitation to present at the Justice, Image, Language, Cultures (JILC) Seminar Series,
Institute des hautes études sur la Justice, Paris 2011.

2010
transit

06 October – 29 October 2010 The Art Gallery Nanyang Technological

University, Singapore.

2010
Cultural Heritage. Australian artists, Stephen Copland, Meredith Brice and Turkish
artist Dr. Ishan Drogrusoz. Çanakkale Onsekiz Mart University, Turkey. A lecture
and workshop were conducted.
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